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Message from the Director of the Office of Academic Resources 


It has been my pleasure to learn that The Art Center has prepared a 
book entitled “Recollecting 17 Contemporary Art Exhibitions 2010-2011,” which 
reflects its determination and devotion to keep in step with its affiliate, the Of¬ 
fice of Academic Resources, as a knowledge hub for the Chulalongkorn University 
community and society at large. The Art Center has been in existence for almost 
2 decades and has offered the opportunity to numerous artists to create works of 
art and present a body of knowledge via the creative zone of the Center. 

The coexistence of The Art Center and the Office of Academic Resources 
has always posed administrative questions about how these two distinctive units 
can function harmoniously. However, I am of the opinion that the coexistence 
of these two units is of great benefit to the Chulalongkorn University community 
since the two learning centers complement each other in terms of seeking knowl¬ 
edge and, also, stimulating originality and creativity. In addition, they provide an 
esthetic space and sanctuary for knowledge seekers. 

The publication “Recollecting 17 Contemporary Art Exhibitions 2010- 
2011” is an explicit account of the knowledge in evidence in 2010-2011 and 
prompts me to offer my congratulations on the achievements of The Art Center. 


Asst.Prof. Dr.Pimrumpai Premsmit 
Director of the Office of Academic Resources 
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Founding of The Art Center 


The idea of establishing The Art Center was conceived along with the plan to renovate the Mahathi- 
rarajanusorn Building by adding three floors to the existing 4-story construction. At first, Assoc. Prof. Dr. 
Prachak Poomvises, the then director of the Center of Academic Resources (the current Office of Academic 
Resources), envisioned the top floor of the Mahathirarajanusorn as an academic seminar room on one side 
and an exhibition space on the other side and wanted this to encourage people to visit the library regularly. 

When the idea was proposed to Prof. Emeritus Dr. Charas Suwanwela, the then rector of Chulalongkorn 
University, he commented that Bangkok had few art galleries and the university should have its own art 
space that was up to standard. Moreover, Chulalongkorn University had long supported art and cultural 
activities and had its own art collection on display at different buildings within the campus. Therefore, it 
would be a good idea to have a permanent space where the university could exhibit works of art for the 
appreciation of students, lecturers, and members of the public. 

The person in charge of designing the exhibition room was Chumnong Sangvichien, the then dean of 
Chulalongkorn University’s Faculty of Fine and Applied Arts. With regard to the seminar room, Dr. Charas 
suggested that it should also be able to accommodate chamber music concerts. The whole renovation of 
this floor cost over 20 million Baht. 

On March 26, 1995, The Art Center opened its first exhibition, “Art Collection of Chulalongkorn Univer¬ 
sity,” as part of the celebration of the university’s 78th anniversary. On this occasion, The Art Center was 
honored by the presence of H.R.H. Princess Maha Chakri Sirindhorn, who presided over the opening of the 
Center and the exhibition. 
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Preface 


Dr. Prapon Kumjim 


Recollecting 17 contemporary art exhibitions over two years was aimed to encapsulate not only the series of events 
that unfolded at The Art Center but also include an overview about each art exhibition in personal and social context. 
Our team of invited artists, writers, translators, designers and The Art Center’s staffs has worked together to produce a 
non-didactic account that intends to inspire the next generation of thinkers. 

I believe that contemporary art can harness the immense power of our collective imagination between the artists, 
the intended audience as well as the coincidental bystanders at Chulalongkorn University. Our coincidental bystanders, 
many are library users from the nearby floors, are certainly not overlooked by The Art Center as we are consistently il¬ 
luminated by exchanges of new artistic interpretations. 

I am grateful to everyone involved in producing this book, particularly my senior colleagues at Chulalongkorn Uni¬ 
versity, many of whom have been supporting The Art Center since over two decades ago. 

Dr. Prapon Kumjim 
Head of The Art Center 
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gt! 

Grace Allen, Wendy. The Border Crossing : a Collaborative Art Project and Touring Exhibition in Thailand , Australia and New Zealand 
(Bangkok : The Art Center Chulalongkorn University, 2010). 
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The Role of Art Centers in Higher Education Institutions amid Social Conflicts 

A View through Some Art Exhibitions from 2010-2011 at The Art Center, Office of Academic Resources, Chulalongkorn University 
Sitthidham Rohitasuk 


Introduction 

The idea of “Modern Art Gallery” was first discussed widely during the late 1950s, or precisely in 1958, when Profes¬ 
sor Silpa Bhirasri mentioned the necessity for Thailand to have art galleries in his article “Is Art Necessary?” Published 
in the brochure of the 9th National Exhibition of Arts, the master wrote: “Every year, the National Exhibition of Arts 
welcomes thousands of visitors. On the Sundays, a lot of people make a trip to the National Museum to admire the 
beauty they’re curious to see, so why don’t we build a permanent building or a modern art gallery for those who want 
to appreciate art?” 

In the following years, Professor Silpa’s comment and attitude on the issue, which was shared by many, evolved into 
a form of criticism. In 1961, Thailand began to implement the 1st National Economic and Social Development Plan, but 
the concrete financial support for art development remained out of the picture. Prof. Silpa voiced his critique through an 
article that reflected his intention to use the National Exhibition of Arts as a stage to promote the purchasing demand for 
artworks, and subsequently the establishment of art galleries in Thailand: “Another pressing issue in contemporary art 
is the establishment of art galleries. It’s the first thing foreigners would ask for, and to which we could only repeatedly 
apologize. We could only say that we’re sorry for not having modern art galleries.” 

Having read that passage in the article, Prof. Puey Ungpakorn—who was Governor of the Bank of Thailand and Di¬ 
rector of the Fiscal Policy Office—visited Prof. Silpa and invited him to the Bureau of the Budget to discuss the possible 
funding for the establishment of an art gallery, half of which would be sponsored by the bureau and the other half raised 

through activities and campaigns by people in the art community, as well as to plan for a genuine art gallery in the area 

1 

of Sanam Seu Pa (but due to some complications, the area could not be used for such purpose). From this beginning 
came the establishment of the Silpa Bhirasri Art Gallery Foundation, with art patroness and supporter of young artists 
M.R. Pantip Paripatra acting as chairperson in 1965. From February 11-25, an art exhibition entitled “In Memory of Silpa 
Bhirasri, the 1st National Exhibition of Arts was held at the National Theatre, Bangkok, to raise fund for the foundation. His 
Majesty the King graciously donated his painting for the exhibition, while other works included those by students of Prof. 
Silpa. 1 2 Besides, there were other artworks donated by various embassies in order to generate fund for the establishment 
of the gallery while some organizations such as Associated American Artist Gallery also made donations. Approximately 
one million baht was raised.” 3 * 

The year 1974 saw the fund-raising campaign bearing fruit, totaling approximately 2 million baht. Prof. Puey Un¬ 
gpakorn subsequently had a meeting with M.R. Pantip Paripatra and a group of young artists, most notably Damrong 
Wong-uparat and Peera Pattanapiradet, which led to a collaboration in establishing a modern art gallery, finally realizing 
the idea conceptualized since the times of Prof. Silpa. Prof. Puey and M.R. Pantip agreed that the 1.5-acre area where 


1 Amnart Yensabai, Art Criticism, (Bangkok: Ton-Or, 1989), p 229. 

2 

See Wibun Lisuwan, Art in Thailand: From the Ancient Art of Siam to Modern Art (Bangkok: Ladprao Book Center, 2003), p357. 

3 

Interview, Pira Pattanapiradet, 6 February 2012. 


25 




Mekpayap Art Center (a renowned art venue during the 1960s on Sathorn Road, also funded by Chumpot-Pantip Founda¬ 
tion) was located could also accommodate another art space, and Silpa Bhirasri Art Gallery was born. It just occurs that 
many private art galleries were founded around the same time in Bangkok, with some managing to keep going for a long 
time although most of them were closed only shortly thereafter. 

Based on the aforementioned information, it can be assumed that “art galleries” in Thailand were the result of 
“movements” and collaborations between various social groups, and not from state policy. Such scenario first occurred 
in the late 1950s, before it was repeated once again from the late 1970s to the 1990s, as manifested in the rallying cries 
from the art community for the establishment of “Bangkok’s Contemporary Art Center.” 

The death of Prof. Silpa, followed by the deaths of many private art venues in the late 1950s, as well as several 
state-owned art centers that were faced with lack of support both in terms of concrete policy and budget, reflected the 
weakness of the government sector through the decades, especially when it came to formulating art and culture policy 
that viewed galleries as “a cultural space” and “a learning source,” serving as resources for stimulating “intellectual 
capital” for the people. However, both public and private higher education institutions in the past 50 years have founded 
their own art centers within the campus. It is undeniable that several art centers in higher education institutions have 
consistently performed a major function as a space for cultural expression. Such steadfast commitment has triggered 
hope and expectations that society and the art scene have for art centers in higher education institutions. 

Art Centers in Higher Education Institution: An Art, Culture and Learning Space 

After the birth and expansion of the “Faculty of Fine Art” in higher education institutions across the country, art 
centers have become a space established to accommodate creative expression by students and lecturers in these insti¬ 
tutions, as well as by other artistic personnel outside of the institution in various occasions, thanks largely to the (quite) 
ready infrastructure. The budget allocated from the Bureau of the Budget is used in the management of the physical 
space, personnel, and activities, with a concrete goal and key audience—that is to offer academic services in order to 
increase an artistic experience of students and teachers in the institution. The services have expanded into nearby com¬ 
munities while in certain universities, art centers even push their commitment to the international level. 

However, art centers in higher education institutions have encountered similar problems. At the end of the day, 
these centers are a small space whose operation is inseparable from policies generated from the administrative offices 
of the department, the university or even the university council. Aside from running the space to stage activities in ac¬ 
cordance with the policy and allocated budget, there has been no clear dynamics that guarantees the role of art centers 
in higher education institutions as a space for learning and creative expression with diversity, and without restrictions in 
terms of freedom of expression, in order to ensure that they can truly benefit the general public. 


26 


The Art Center, Office of Academic Resources, Chulalongkorn University 


The Art Center at Chulalongkorn University is one of the art spaces in higher education institutions that has been 
serving as a space for exhibition of contemporary art, as well as offering academic services to both members and non¬ 
members of the university since 1995. Its distinctive feature is the location, which is on the compound of the Office of 
Academic Resources—also known as the Central Library—where all the important academic resources of this university 
are stored. 

The Art Center was initiated by lecturers from the Faculty of Fine Art and has been managed by internationally- 
renowned art historians and curators such as Prof. Dr. Apinan Poshyananda, scholar and artist Assoc. Prof. Kamol Phaosav- 
asdi, and, at present, Dr. Prapon Kumjim as well as the team headed by Suebsang Sangwachirapiban. Under discussion in 
this book are some art exhibitions staged during 2010 and 2011, in relation to some certain aspects that can exemplify 
the mission of art centers in higher education institutions. Such missions are expected of not only this art center, but also 
from other art centers in higher education institutions as well. 

The Role of Art Centers in a Higher Education Institution amid Social Conflict: A View through Some Art Exhibitions 
from 2010-2011 at The Art Center, Office of Academic Resources, Chulalongkorn University. 

Thai society during the period from 2010 to 2011 was a society of conflicts, most of which had snowballed from 
problems in social structure. The political divide, in particular, is rooted in what scholar Nithi Eawsriwong calls “political 
extremism,” 4 which has been intensified after the 2006 coup d’etat. The coup not only failed to resolve any political 
problems, but its aftermath has also mutated into a series of more severe conflicts leading up to hostile encounters and 
losses up until the present. 

Not that the role of art centers in higher education institutions is to solve the host of conflicts we are facing. The 
question, however, is whether art centers, amid such social conflicts, should take into consideration an awareness of 
directions it takes in staging an art activity. This would also benefit art centers in a way that they could more or less be 
a part in “alleviating or reducing social conflicts,” aside from performing their main duty in giving aesthetic experience, 
knowledge, criticism and offering an opportunity for artistic and creative expression. 

At the beginning, aside from reaffirming the role of art as a product, as well as a part of the society and also of 
everyday life, the role of art centers in higher education institutions in a society so divided by multi-dimensional conflicts 
should include the attempt to reflect the “possibilities” through the exchanging of ideas, knowledge, life experiences, 
problems as well as to reveal the “differences” that would lead to co-operation from, and mutual benefits for, all in¬ 
volved parties so that the society could go forward. With this in mind, some exhibitions showcased at The Art Center are 
discussed here as example. 


Nithi defines the term as “the type of politics in which two or more groups of people have an extremely opposite view in the management 
of resources, so much so that there is no way for agreement or reconciliation, or finding a way to allocating resources that is acceptable to all 
conflicting groups. Each group exploits “political power” it can secure in the political system in order to manage the resources in ways they 
believe to be good and just.” See more details in Nithi Eawsriwong, “Political Extremes,” in Rakya Sang Ban, Chonchanklang Sang Muang (The 
Grassroots Build the Flouse, the Middle-Class Build the Towns) (Bangkok: Matichon), p 125-131. 



The first exhibition is “Border Crossing” by Wendy Grace Allen, Helen Stacy, and Apichart Pholprasert. Attempting to 
reflect such “possibilities,” curator and artist Wendy Grace Allen experiments with art through a “collaborative process” 
which serves as “a means for artists to communicate with one another” and overcome cultural and geographical divi¬ 
sions. 5 Artists worked apart and yet they worked together, beginning with a series of landscape work and through the 
use of painting and printing technology, thus each artist could inject into this very same series his/her own ideas and 
stories derived from different social contexts and conditions. The landscape work—originally a representation of specific 
geography and culture—serve as a platform for a dynamic flow of different experiences, memory and cultures of all the 
three artists, which are undeniably full of “conflicts.” 

These conflicts—a result of production conditions set by the three artists—demonstrate a possibility to achieve 
“a new image” gained from an attempt to reveal differences, alienation, and diversity by minimizing the gap to achieve 
collaboration without trying to “suppress” or “eliminate” these differences. 

The art production process of the three artists for this exhibition can be viewed in relation to the Thai social con¬ 
text with regard to “the unrest in the three southernmost provinces,” which originated from the conflicts between the 
state and people in terms of history, geography, religion, and culture, etc. It is noteworthy that this small art exhibition 
reflects the significance of using the cultural space in managing conflicts to ensure that all groups and factions are al¬ 
lowed to share this space to demonstrate their own ideological standpoints, their experiences and feelings. Conditions 
and creative methods set by the curator and artists in this exhibition is another social analogy that the government and 
educational sectors should put in a record for further analysis, application, and learning in order to formulate strategies 
in solving conflicts and violence in the society through the use of cultural space. 

The Art Center’s standpoint in refusing to suppress or prevent differences and diversity can be viewed in another 
exhibition: “Path of Perseverance: The Chin from Burma” by Benny Manser, a graduate student in international rela¬ 
tions at the Faculty of Political Science, Chulalongkorn University. The main focus of the exhibition is to showcase the 
livelihood of “Chin” people—an ethnic group originally inhabiting the West of Burma. The Burmese coup d’etat of 1962 
that saw the country governed by military dictatorship left the Chin stripped of their religious, educational, and cultural 
rights. They were forced to abandon their settlement by the military junta with violence. The exhibition gives a picture 
of the life of the Chin people, reflecting their traditional cultures as well as their journey on the emigration route across 
Thailand to India and Malaysia. 

While the exhibition “Border Crossing” demonstrates an exchange of experiences between conflicting geographies 
and cultures by refusing to suppress differences, Benny Manser used the space of The Art Center to reflect lives and 
relationship between man and his homeland, not only in terms of geography, but also in terms of society, cultures, and 
economy—all of which are eliminated due to a conflict between these long-standing cultural roots and an invention of 
modern nation by the name of military coup d’etat. Manser’s reflection of the Chin life conveys an attempt to expand 
the human rights campaign for the Chin from the scholarly space to art space. 

5 Grace Allen, Wendy. The Border Crossing: a Collaborative Art Project and Touring Exhibition in Thailand, Australia and New Zealand 
(Bangkok: The Art Center, Chulalongkorn University, 2010). 
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The exhibition also points to the subject of ethnic diversity that exists in all societies and all countries, which cura¬ 
tors and contemporary artists can contemplate through art production process before presenting it to society, especially 
in the Thai society where human rights violation appears from the government level to the media and the general 
public. Such violation can be seen in cases such as the use of migrant workers, illegal and even inhumane at times, as 
well as denying their basic rights to education and medical services. Cultural and linguistic discrimination is apparent in 
the media’s portrayal of ethnic language and accent as a subject of ridicule. The fact that art centers in higher educa¬ 
tion institutions seem to have more academic flexibility than private art galleries allows curators and artists to present 
these angles, which could bring about a mutual awareness of this ongoing problems and, hopefully, an establishment of 
“mutual force” in one way or another in the future. 

The next exhibition to discuss is “Return to Intimacy,” which was organized in association with the JeOn Art Booth 
Workshop program. This exhibition showcased works by Korean artists living in Thailand who were passionate about 
Oriental-style painting and a group of Thai artists with Jeong-ok Jeon acting as curator. Jeon explained the idea behind 
the exhibition: “The exhibition was created from ideas related to art and life, as well as the concept of ideal landscape, 
childhood memories, traditional and cultural identity as well as nature, all of which revolve significantly around trans¬ 
lating the sound from inside of the artist.” In terms of individuality and community, the exhibition had a potential for 
alleviating conflicts and violence to a certain extent. 

In terms of individuality, the curator gave an opportunity to works by amateur artists who loved to paint, which 
demonstrate memories, imagination, as well as traditional and cultural symbols. In this, the geographic distance between 
Korea and Thailand were connected through the production of art. In terms of community, the exhibition revealed the 
role of JeOn Art Booth in breaking the ice between those who hailed from the same land, albeit with different experi¬ 
ences and inner voices, through artistic process. 

In general, the use of cultural activities to establish a collaborative force usually starts with “eliminating individual¬ 
ism” by “dissolving behaviors” in order to “unify” differences and diversity. Although there is nothing wrong with the 
process, the exhibition “Return to Intimacy” revealed another possibility of achieving a “collaborative force” by leaving 
individualism as it was, allowing it to function alongside other kinds of differences. Each art-loving individual was satis¬ 
fied with the freedom they had in expressing their inner voice without being controlled, or forced to be unified. This is 
perhaps the main reason why activities by this group continue to fare for over a decade. 

Embracing differences from the perspective of “subculture” is another interesting direction for art exhibitions. Belief 
in sacred divinity and invisible power in everyday life poses a question that leaves space for an explanation in the exhibi¬ 
tion “Sacred Ink” by Cedric Arnold, or “Shroud” by Jakkai Siributr. 

Both artists raised questions and searched for explanations for the subject of “belief,” presenting it in a way that 
encouraged learning, as well as analysis and criticism, without denying the existence of such belief. The search for ex¬ 
planation was presented not from the point of view of a historian whose aim is to explain the past in written words, 
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but of an artist who reflects the image of belief in relation, or even in conflict, with a society. The photographic series 
of “Sakyan” (yantra tattoos) by Cedric Arnold displayed the space for belief on human skin. Mysterious power becomes 
something people cling to in everyday life, in a similar way that hundreds of “Buddha amulets” were sewn onto clothes 
to reflect the role of these beliefs. At the end of the day, both tattoos and amulets represent beliefs in the divine and 
sacred power invisible to men—an invisible cloth that covers the body that can be as complex as the actual visible 
clothing. Although in modern education, such worship is non-academic, but it is undeniable that as a cultural and social 
space, we can understand a society to a certain degree by interpreting it from these angles. 

Apart from the aforementioned exhibitions, we need to admit that as an art space, the only way to achieve the pos¬ 
sibility in alleviating social conflicts is to allow curators, artists or art critics from various generations to research, experi¬ 
ment, practice, and exchange knowledge with one another. For The Art Center at Chulalongkorn University, utilizing the 
space for such purpose appears in a concrete manner. Benny Manser’s and Jeong-ok Jeon’s aside, there are other exhibi¬ 
tions such as “Survival Techniques: Narratives of Resistance” by Davide Quadrio, “Between Spaces” by Jakkrit Anantakul 
and Chuanchom Boonmeekerdsap with Narongsak Nilkhet acting as curator, “Look-Overlook” by Jedsada Tangtrakulwong 
curated by Pichaya Piyassapan, or a collaboration with art centers at another private university in order to support works 
by young artists and art critics under the project “Brand New.” 

More importantly, educational activities such as artist talks and workshops with students or even high school stu¬ 
dents, academic seminars and open discussions as well as activities that connect the art exhibitions with other social 
angles ensure more possibilities in various directions that will subsequently sustain the status of art centers in higher 
education institutions as space for cultural expression and a lifelong learning center that nourishes intellectual capital, 
as well as alleviating, even as little as it is, the conflicts or gaps between various social groups. 

Conclusion 

The suggestions, through the discussion of some art exhibitions, might not be unprecedented when viewed from the 
perspective of the people in the art scene. But to the general public, it can convey, and even reaffirm, the importance of 
having an art gallery in higher education institutions. Apart from their necessity, how they operate in order to best benefit 
the general public is another issue that leads to many different suggestions that can even be more thought-provoking. 
This can be crucial at a time when the overall image of universities, both private and state-owned, is questioned by the 
society in terms of how they only intensify the crisis in various aspects. Art centers in higher education institutions need 
to adapt, and there is no way they can continue to be a “closed space” that respond to, and benefit only, “people in 
the inner circle.” That is only natural, since it is the taxpayers who fund state-owned universities and “offspring of the 
citizens” who ensure the existence of private ones. 

Sitthidham Rohitasuk 
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* 0ii0^tt0itt2i0iifj0lm (Expression of Engagement) 21111001100112400410110 “ii3450itti4i0000iJ24” 02420i4/in/'i0 o i0liJ 
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Site-Specific Identity: Multii-Conversations 


Suebsang Sangwachirapiban 


Identity is adjustable in relation to changing times. Since its opening in March 1995, The Art Center has been a pio¬ 
neer, creating phenomena in the contemporary art scene and operating with the same philosophy and mission under the 
supervision of the Office of Academic Resources, or the Central Library, of Chulalongkorn University. Here, the art space 
is considered an academic resource, filled with innovations in contemporary esthetics and reflecting Thai and interna¬ 
tional social environments. The Office of Academic Resources is the first library in Thailand to serve the public with an 
art gallery, transforming the conventional concept of a library as a passive space into an interactive one. Therefore, this 
unique identity of the library and the art gallery and the integration of multidisciplinary thinking have led to a site-specific 
identity that requires much forethought in order to serve different needs of the public. The integration also adds to a 
well-rounded knowledge base and paves the way for a bigger role on a regional level. 

The keywords of The Art Center’s specific identity and mission throughout its 18-year history include laboratory, 
cross-disciplinarity, experimentation, creative zone, and non-mainstream. Each keyword reflects the global context and 
the vision of each person who has been in charge of The Art Center: Prof. Dr. Apinan Poshyananda, Deputy Director of the 
Office of Academic Resources and Head of The Art Center (1995-2004), Dr. Prapon Kumjim, Head of The Art Center (2005 
to mid-2006), Assoc. Prof. Kamol Phaosavasdi, Head of The Art Center (2006-2007), Suebsang Sangwachirapiban, Acting 
Manager of The Art Center (2008 to mid-2009), and Dr. Prapon Kumjim, Head of The Art Center (mid-2009 to present). 
These individuals have been tasked with positioning The Art Center in the Thai contemporary art scene, presenting both 
mainstream and alternative art, and defining the space and history of the gallery itself. Therefore, The Art Center never 
ceases to develop new identities in order that it can develop cross-disciplinary knowledge that can be applied to the 
development of society and open up a world of knowledge that knows no bounds. 

The Art Center has been proposed from its beginning to be a space that advances both Thai and international 
contemporary art, a space that experiments with unusual mediums under the umbrella of the contemporary art of the 
mid 90’s, including new media, performance art and installation art. The main character of The Art Center is that it is a 
non-profit space that does not concern itself with commerce. The identity of The Art Center is, therefore, recognized as 
a place of extreme, avant-garde and subtle ideas. This quality has been present in various exhibitions, including “Thai 
Tensions” in 1995, “Woman..?” by a group of female artists in 1996, “The Pink The Bad &The Ugly” in 1998, “Story Por¬ 
trait” by Nobuyoshi Araki in 1998-1999, “On the Way to See Buddha, Encountered Gauguin Passing by, I Think Twice” by 
Chatchai Puipia, “Alien(gener)ation” by young-blood artists in 2000, “Marina & Holy Sports” by Marina Abramavic in 2001, 
“Neo-Nationalism” in 2005, “The Amusement of Dreams, Hope and Perfection” by Natee Utarit in 2007 and “Paradise 
Engineering” in 2008. 

Behind the beauty of the exhibitions presented to the public is the knowledge that is not included in most school 
curricula, particularly in Thai society. Several players in the art field and beyond have been invited to collaborate or par¬ 
ticipate in order to expand the art discourse, reflecting a goal of The Art Center. “We think this art lab is not just a place 
for exhibitions,” said Prof. Dr. Apinan Poshyananda in an interview on the occasion of The Art Center’s 13th anniversary in 
2008. “It must be a place for all those involved in the art scene, including art managers and curators and others who help 
with the administration, preparation, planning, selection of exhibitions and artworks, publication of catalogues, public 
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With the framework of an educational institution, the selection of an exhibition is done with care. Aesthetic innova¬ 
tion and dissemination of knowledge to the public are the missions of an educational institution. Therefore, the status 
of The Art Center and the role of the educational space require cooperation with corporations, institutions, associations, 
governments and international organizations. Art and culture is a magical tool that can establish this relationship at every 
level. 

Therefore, The Art Center consists of various characteristics. Its commitment to the promotion of knowledge, philo¬ 
sophical ideas and local beliefs and the development of human resources are the force that drives the organization 
forward or even against international norms. 

From the points mentioned above, the meaning of inter-conversation revolves around confrontation with diversity, 
understanding differences and internal and external needs through diverse experience. This art space becomes a multi- 
port for familiar and unfamiliar conversations that are later delivered to the public. The transfer of different ideas leads 
to learning on a large scale and links art with the viewer. The Art Center must be a multiport that accepts all kinds of 
signal. One distinction through the years is how The Art Center does not only consider presenting the kind of art that 
is prominent in the mainstream, but attempts to show what is hidden in society and create dialogue between person¬ 
nel in the art scene across units, departments and universities to create opportunities for integration. The diversity in 
beliefs, values and individuality in society have multiplied quickly to create conversations that are related or similar to 
or contradict one another. The Art Center has the responsibility to present these dimensions in the form of visual arts, 
not just focusing on the academic side, but also reflecting the society from the inside and outside as a step into the 
understanding of diversity in society. 

Between 2010 and 2011, The Art Center clearly performed its role and responsibilities in these 17 exhibitions. 

1) “Muster Up” by visual art educators at Chulalongkorn University, 2) “Border Crossing” by three artists from Thai¬ 
land, Australia and New Zealand, 3) “Path of Perseverance: The Chin from Burma” photo documentary exhibition by 
Benny Manser, 4) “Between Spaces and Look-Overlook” by two young curators: Narongsak Nilkhet and Pichaya Piyas- 
sapan, 5) “Brand New” organized in collaboration with Bangkok University and other partners, 6) “That Very Moment” 
printmaking exhibition by Surachai Ekphalakorn, 7) “From Me...To” You by emerging artist Adiwit Ansathammarat, 8) “Face 
to Face: Portraiture in a Digital Age” organized by d/Lux/MediaArts in cooperation with the Australian Embassy in Thailand 
and the Australian government, 9) “A Brief View of Everything” by two European artists Justin Mills and Franco Angeloni, 
10) “Slow Down” mixed media exhibition by Noraset Vaisayakul from Naresuan University, 11) “Survival Techniques: Nar¬ 
ratives of Resistance” video art from China curated by Western academic Davide Quadrio, 12) “Return to Intimacy” by 
established and amateur artists curated by Korean curator Jeong-ok Jeon, 13) “Sacred Ink” photographic exhibition about 
Yantra tattoos by magazine photographer Cedric Arnold, 14) “Passing through the Veil” prints on fabric by American art¬ 
ist Bruce Gundersen, 15) “Body Borders” by female artist Pinaree Sanpitak, 16) “Shroud” mixed media exhibition about 
street beliefs by mixed media artist Jakkai Siributr and 17) “Beyond Perfection” abstract painting exhibition by senior 
artist Chavalit Soemprungsuk 
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The site-specific inter-conversations created by the 17 exhibitions at The Art Center with different demand and sup¬ 
ply represented as contemporary art can be categorized into four major concepts. 

Expression of Engagement 

The exhibition “Muster Up” by Chulalongkorn University art lecturers reflects the engagement between art educa¬ 
tors and visual arts and the meeting of art objects and art language. The exhibition becomes an exchange ground for 
similar and different data, ideologies, and tastes, both old and new. This special situation indicates the return to art. 
For instance, a video titled Cloud of the Sparrows by Kamol Phaosavasdi (2008) hints the idea of migration. The video 
is divided into six frames portraying the artist’s journey through the U.S., its environments and ways of life, the travel 
between spaces, and the blue skies. Meanwhile, Sanya Wong-Aram reinterprets the unrest in the deep south with the 
abstract printmaking technique. His two prints were created around the same time. As for Jirapat Pitpreecha, his After the 
Gold Rush painting was inspired by nature and the colors of the skies. 

From various conversations with different accents and locations, “Border Crossing” travels across borders and 
shortens the timeline. The three artists, Helen Stacy from Australia, Wendy Grace Allen from New Zealand, and Apichart 
Pholprasert from Thailand, use the same conversation and connect their creations through the use of technology, thus 
reducing both time and distances between the three artists. They rethink the individualism of artworks and allow their 
ideas to be layered upon one another while challenging the esthetics presented by the artists who have worked on the 
same piece before them and preserving the message each wants to convey. 

“A Brief View of Everything” by British painter Justin Mills and Italian mixed media artist Franco Angeloni reinterprets 
“God” and His representation. Justin Mills showcases a series of paintings that are reduced to black lines depicting world 
events from the past to the present. These include a news image from TIME Magazine, the first moon landing, and the 
portraits of Lady Gaga and Jean-Michel Basquiat. The background colors of these paintings are different shades of yellow 
and gold. Each of these famous images comes with a title “God as...” Meanwhile, Franco Angeloni uses ready-made ob¬ 
jects in his observation and reinterpretation. For example, he constructs a podium for the audience to get involved with 
as if it was a stage for anyone to become God. In another work, he displays a piece of crumbled paper, using the power 
of an art space to create the interplay between high art and trash. All these make the audience think that everything that 
is on display in the space can be considered God. 

“Return to Intimacy,” conceived by two Korean sisters, Gi-ok Jeon and Jeong-ok Jeon (the latter also acts as the 
curator), is diverse in the stories it touches on and challenging in terms of the communication between the professional 
and amateur artists in the show. One interesting aspect is how the exhibition features the identity of a group of Korean 
housewives living in Thailand. Their afternoon conversations become a channel for self-expression and communication 
through art. Although this exhibition may not allude to art philosophies or theories, it shows how the activity of art mak¬ 
ing can create a strong bond and how these conversations are undoubtedly included in the art works. 
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The universal design of “Body Borders” in late 2011 by female installation artist Pinaree Sanpitak encourages the au¬ 
dience to use all their senses to experience the constructed personal space. The artist hangs some 5,000 “flying cubes” 
on the gallery’s ceiling together with breast-shaped glasses. The inspiration for the flying cubes came from Japan and 
the cubes are used as the main symbol that derides the theory of flight with the shape of a cube with wings. The work 
is installed with optical fibers and nine movement sensors, each triggering a different piece of music that ranges from the 
classical to the experimental. This exhibition cannot succeed without the participation of the audience. The artist also 
held an educational program for a group of blind students in Bangkok and invited storyteller Nambun Namphenbun to 
help the students to experience the exhibition and reinterpret the meaning of flying and exceeding boundaries. 

Far to Close 

Presenting facts about marginalized people and hidden stories from a faraway land, “Path of Perseverance: The Chin 
from Burma” by the British and Karen-Mon artist Benny Manser portrays an unfamiliar migration of the Chin in Myanmar 
to a new land. It is a story about hope, the waiting for reform in Myanmar, acceptance and rights, and culture and tradi¬ 
tions. The artist did field research, interviewed people, and identified the uniqueness and identity of himself that he 
might have forgotten and longed for. He also created a mini theater to screen two documentaries: Soldiers of Democracy 
by Rohit Gandhi (35 min) and Burma VJ by Andreas Ostergaard (85 min). The two films underline the work by various 
organizations that are fighting for human rights in Myanmar and also capture the Saffron Revolution in 2007. 

Another conversation on the hot topic about human relations on social media is present in a new media art exhibi¬ 
tion titled “Face to Face: Portraiture in a Digital Age,” organized by Australian organizations and artists. The audience can 
engage in a real conversation with the work called Prosthetic Head by Stelarc (2008) and the work in3face by Adam Nash 
and Mami Yamanaka (2002). Meanwhile, John Tonkin’s Time and Motion Study (2005) presents the vacuum state in the 
digital world that is similar to riding a time machine to explore other possibilities and Daniel Crooks’ Portraits 1, 2, and 3 
attempt to divide time on the images. The conversation in this exhibition is very appealing to the younger generation in 
the Thai art community because of its art language and the excitement of new media that is popular among contempo¬ 
rary society and those who want to create a parallel life. 

Davide Quadrio, an Italian curator and an expert in modern and contemporary Chinese art, was invited to curate a 
show, in which he presented a video art exhibition titled “Survival Techniques: Narratives of Resistance.” The exhibition 
is an introduction to works by world-class video artists as well as an Asian perception—the symbolism and the cultural 
context—that is otherwise not so common in Thai media. The works by these internationally-renowned artists include 
Happiness or Failure by Zhang Peili (2006) and Them by Artur Zmijewski (2007), which is part of the collection of the 
Vanabbe Museum in the Netherlands, and I Hate Marx by Rainer Ganahl (2010), in which a white lady with blonde hair 
is seen chastising a statue of Karl Marx in perfect Chinese. This video art exhibition addresses several issues in Chinese 
society, from its socialist past to the issue of Chinese minorities who live along the borders with Russia and have to face 
legal difficulties and an identity crisis. 
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“Beyond Perfection,” an abstract printmaking exhibition by Chavalit Soemprungsuk, showcases the artist’s observa¬ 
tion of what is going on in the country and his experience living both in Europe and Asia. Chavalit wants the audience 
to enjoy his use of colors and the composition of art elements. The title of the exhibition begs the question about 
perfection and the perfection that is beyond perfection. Meanwhile, the exhibition’s educational program revealed how 
Thailand can step into the international art arena by paying more attention to its own art, much like how it is in Europe. 

Narrative of 21st Century 

“Sacred Ink,” a photographic exhibition by the British-French photographer Cedric Arnold, investigates the behavior 
and identity of the Thais who wear Yantra tattoos. Today, the ideology behind Yantra tattoos has changed from the past. 
The tattoos were once about the identity of gender and the belief in protection during wartime. The artist has studied 
people in today’s society who wear Yantra tattoos, from hermits to monks and vegetable vendors to boxers. In the old 
days, Yantra tattoos came with religious indoctrination and things the tattoo wearers were not allowed to do. Now, the 
sacred tattoos are simply body decorations. The artist exhibited the portraits of the tattoo wearers in relation to their 
locations. 

In addition, false beliefs in Thai society are further explored in “Shroud,” an installation exhibition by Jakkai Siributr. 
These altered ideologies include votive offerings and the excessive belief in and high valuation on Buddha and other 
amulets. Rice sacks are used to represent rice farmers and their false hope in government policies. The artist learned 
about these topics from his own experience and collected these symbols for his art through field research. The changes 
in the belief system are a result of credulity and the lack of knowledge. However, these inevitable features are always 
present in Thai society. The artist made simple, but heavy questions, including why zebra statues are used as votive of¬ 
ferings when the zebras are actually indigenous to Southern Africa, how they could enter the Thai superstitious system 
at a time when people globally try to seek truth. In this case, the zebra statues have become a Thai subculture. 

Speaking of beliefs, “Passing through the Veil” by the mixed-media printmaker Bruce Gundersen was inspired by 
the folk beliefs existing in tales and literature of the Mekong Region, such as Phadaeng Nang Ai, Mae Nak, Khun Chang 
KhunPhaen, and Ngor Pa. The technique the artist chose is very interesting: printing on flowing, translucent silk. The artist 
does not use technology to edit the images. He communicated his messages and constructed each print prototype via 
the painting technique. Gundersen has recognized the similarities of literature in the region and how similar ideas are 
often transferred between stories. 

“That Very Moment” by Surachai Ekphalakorn presents woodcut prints that create interplay between space, brush¬ 
strokes, meditation, and repetition. Surachai would meditate before working with his two-step technique: painting and 
printmaking. The meaning of time is recorded by the sudden expression of big brushstrokes that exude vigor and natural 
appeal. The outcome then becomes the prototype for the woodcut technique in which the artist tries to carve the brush¬ 
strokes and keep all the details created by the painting technique. What should be considered is how the artist chose to 
use the two processes, first expressing quickly with the brushstrokes and then slowly carving the details. The repetition 
that reflects opposite personalities that look the same visually is worth thinking about. 
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“Look-Overlook” curated by the young curator Pichaya Piyassapan features the work of Jedsada Tangtrakulwong, 
an artist who observed and was captivated by space and reinterpreted it into a new, specific one. Jedsada’s installation 
intends to play with the landscape of the gallery, particularly its ceiling and the untidiness up above. Eight 40-watts light 
bulbs are hung on electric pulleys around the gallery and are pulled up and down with specified timing. The artist wants 
to play around with the idea of revealing and obscurity as the lights travel. At the same time, Jedsada plays with the 
fragility of light bulbs as they land on the ground, making the audience not want to come close to the light. Learning 
about the space before working allows the artist to see closed or overlooked space. 

The aforementioned exhibitions were just a small part of the operation of this medium-sized gallery, whose con¬ 
cepts and policies have changed through time. One of the missions of The Art Center is to give and create opportunities 
and to confront changes. This is reflected in how the vision for the Center is conceived and how the Center tries to 
respond to changes in society. Its identity is based on diversity from the beginning and its not-for-profit status, which is 
the essence of the university. Art and culture creates a strong foundation for a society. The promotion of contemporary 
art may be a long-term mission and take decades to see concrete results. The success of The Art Center is how it plays 
a role in writing the Thai art history and its contribution to academia and the making of art itself, which will create a 
foundation for the future. 

Suebsang Sangwachirapiban, 2013 
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Jiropot Pitpreecho 
AFTER THE GOLD RUSH 
Acrylic on convos 200 x 100 cm 



Krosin Inswong 
Red Shodow no. 1 
140x185 cm, 2009 
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Apichort Pholprasert 
Gardening 

Digital collage printed on canvas 1 x 3 m 
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Sanya Wongaram 
IM 4 

Wootcut Printing 


Krisaya L uenganan takul 
Home is where your mom is 19KL 
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Poonorot Pichoyopoiboon 
Roku Ceramic 55 cm Diameter 


Poonarat Pichayapaiboon 
W77TO b 

Raku Ceramic 55 cm Diameter 



Komol Phaosavasdi 
Cloud of the Sparrows 
Video loop, 5 minutes, 2008 
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It is rare for art lecturers to spare some time from their teaching 
responsibility to create their own works, and it is even rarer for the 
public to experience an exhibition that includes noteworthy works by 
over 10 art lecturers. “Muster Up”—an art exhibition by a group of 
respected art lecturers—is thus a rare and very special exhibition. 

“Muster Up” is a group exhibition showcasing artworks in various medi¬ 
ums: paintings, sculptures, prints, and photography, all of which were 
created by 14 lecturers from the Faculty of Fine and Applied Arts and 
Faculty of Education at Chulalongkorn University: Assoc. Prof. Kamol 
Phaosavasdi, Assoc. Prof. Kukdej Kantamara, Assoc. Prof. Jirapat Pit- 
preecha, Assoc. Prof. Dr. Poonarat Pichayapaiboon, Assoc. Prof. Som- 
pote Thongdaeng, Assoc. Prof. Sanya Wong-Aram, Asst. Prof. Bencha- 
rong Kowapitaktat, Ass.t Prof. Surachai Ekphalakorn, Dr. Prapon Kumjim, 
Dr. Apichart Pholprasert, Krasin Inswang, Krisaya Luenganantakul, Trakarn 
Phanomwan na Ayutthaya, and Piamchan Boontrai. The exhibition is 
not only a group show by a number of highly regarded lecturers, but it 
also marks the fist time in the history of Chulalongkorn University that 
visual art lecturers from two faculties join hands to stage an exhibition. 

“Muster Up” was originated from an idea of Dr. Prapon Kumjim, 
photography lecturer at the Faculty of Fine and Applied Arts and head 
of The Art Center at Chulalongkorn University. Fie said, “The Faculty of 
Education and the Faculty of Fine and Applied Arts are siblings because 
both teach similar subjects. Several graduates of the Faculty of Educa¬ 
tion end up teaching at the Faculty of Fine Art, and it is undeniable that 
both have a crucial role in producing personnel who will later pass on 
their skills and knowledge to students, who will in turn contribute to 
the art scene of this country.” 

“Despite being institutional siblings, the Faculty of Fine and Applied Arts and the 
Faculty of Education have never collaborated or united in any other art project 
before. This exhibition marks the beginning of knowledge sharing and functions as 
a bridge towards future relation, be it for academic purposes or joint-learning for 
students in both faculties. ” 


(Excerpts from the article “Ruammit 14 Art Lecturers of Chula” published in Thai Post, dated Thursday 10, 2009). 

Apart from being the first springboard for future collaborations of 
the two faculties, the value of this exhibition also lies in the exhibited 
works, which were created by qualified lecturers who boast both skills 
and experiences from their lives and from years of teaching. In “Muster 
Up”, the audience can experience all disciplines of art. After the Gold 
Rush is an acrylic-on-canvas painting by Assoc. Prof. Jirapat Pitpreecha 
while Fai Tai 4 is a woodblock print by Assoc. Prof. Sanya Wong-Aram. 
Gardening is a photographic work using digital collage on canvas by Dr. 
Apichart Pholprasert. Universe is raku ware by Assoc. Prof. Poonarat 
Pichayapaiboon and Cloud of the Sparrows is an installation video by 
Assoc. Prof. Kamol Phaosavasdi. 
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The diversity of techniques used aside, what is interesting about 
“Muster Up” is the ideas behind each work, which reflect the circum¬ 
stances in our society as reflected or interpreted by the artists, while 
some works reveal the artists’ sharp view of meanings and things that 
happen in the art world. Under this framework, two works in particular 
will be discussed: White-olence by Asst. Prof. Surachai Ekphalakorn and 
Glass Blocks by Prapon Kumjim. 

For White-olence, Asst. Prof. Surachai has created white wood 
sculptures in the form of children’s favorite heroes, each of which has 
a mirror installed in the center. The idea is to reflect on the children’s 
method of learning as they consume comic books whose narrative 
often revolves around the good defeating the evil. The artist sees vio¬ 
lence in these battles, and reflects on how children experience this nor¬ 
malization of violence day after day. Finally, it has become something 
they get used to, and this serves as an analogy on how we are, little 
by little, conditioned to regard our conflicts, divisions, and political 
clashes with indifference. 

Glass Blocks by Dr.Prapon talks about truth and illusion in various di¬ 
mensions. The photograph captures part of a wall built of glass boxes 
at The Art Center printed out in actual size and plastered onto the 
wall inside the exhibition room, encapsulating the story of illusion. Next, 
the image of glass boxes shows a grid, a result of arranging the boxes 
symmetrically, but thanks to the limitation of photographic lenses, the re¬ 
sult of documenting such image with straight lines will show the lines in a 
distorted fashion. In order to get as close to reality as possible, digital 
photography manipulation techniques are required. Finally, the art¬ 
ist intentionally uses photography and photographic paper, just as he 
has used in his own work all through the past 15 years, to reflect 
the ephemeral state of the photographic medium, which seems to go 
against the general value of art as permanent and valuable. 



Propon Kumjim 
Gloss Blocks 

C41 photographic print , 2009 



Whether for the artistic value of the exhibited artworks or the rar¬ 
ity of this first collaborative showcase that marks the relation between 
the two artistic faculties of Chulalongkorn University, “Muster Up” is 
an exhibition that beautifully launches The Art Center into a new era. It 
also signals the beginning of knowledge exchange and opinion sharing 
among lecturers from both faculties. As stated earlier, this initial hand¬ 
shake can just herald more collaboration in the future that can benefit 
art education in the country. 
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Surochoi Ekpholokorn 

White-olence-50 panels of framed wood block 
54 x 42 cm Each dimension variable 
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Border Crossing 


Artists: Wendy Grace Allen, Dr. Apichart Pholprasert & Helen Stacey 

February 5 - March 6, 2010 
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“Border Crossing” 
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qh” 0 < um^i{l < uw0^i < u^0iJ^? < u 6 lvid? < u3Ji 

ffaTJi4TMir4i/li4 “Border Crossing” ibs^ulnB Wendy Grace Allen 
(Cbmemfl), en^fhnei wmbsialj dm) uas Helen Stacey (00mw , uaB) 
I'un^un'um^i^i'u'u'u ^atJ < uuri0^yii < u0^?ifi^?iii'3^w0^i < u 6 O0^^i,0^S < u^i 

viawn 

iIt4n0^?i^w0^i^0^(?i < ul < iJm^0iJ < u0ri?i0^yii < u 

L?i?0n0^?i^rf0l < iJm^0iJ < uyii < u^?n3J^ l 0l < iJ Fn0Bi«i4 ‘Whose Land Is It 
Anyway?’ 0^nnn3J^0^^fru , uwil, < u^ Allen 

3J3J3J0^m0nnuil0^m‘3S^^'30^0ianSfiwu0^m'300^‘30^n'3‘3aj3yi5^^ < u04iJ 
fTlrninghetoanffa fli.omnS ^0iJ < u 6 dnlyi0^^ < uI^3Jil < u^fiw < iAiyi5fn?f < uiu0^ 

<U 1 

!,00n^ni^w0^i < u^n0 l inl < iJl < ui,l0^ 6 jj0^fini^l3J l 0^m8 < u 6 jj0^yif^0?iaj < u^ < u0n 
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i/n0U*] n < uHm^0 < uwi < u80^i‘uni ‘Nobody’s Land’ irawfivu ‘Nobody’s 
Land’ S^nd'sltlLN Stacey ^i00nH^2^ < uu < u < um0n^il < uqi?jVi < uin 6 jj0^ 
Bn8u0ti^im^ , 8‘3i < u 6 l < uqi?jf0 < u 6 tJ0^00?im'3i,0B3Jii 3 {l < u^0n < i!j'rfo < u^ni3JU(?inm^ 
mi?«^ , n^Ian^0^T , wtiLiaKlanTj0^5wQfyqjntu 

n^ijntjni^^it4u < u < u < vi o i^ifilmiJ^l0ni?iH^0iJ < uuri0^yii < u£l0?i'3^0B l i^ 
i,^^lt4niii^ni3JU0^?ifi^?i‘3 £ 3^ o i0^1 < iJ < u < uw0^i < u^0 < iJ^^ < UQ < u < u m0iu,flri0i4 
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yiit4Vtfl^iIt4B03jMijil0^^ l iBm'3i^u^0^^ < um^n£l^i^i,iJ < u{]0i 5 0ri 
^atJ^?ii3jm^aji0infi£iv(^yii^n^j < u5'3iiw mzwn u,asfmm?0vkiwnfli^m4 

V 

^Mt4ni‘3 < vii^i < u^0iJ < u^0 o ii,iJ < ui?i0^3nwi,l0^'3inm^ e ] viSaviBmietefl'najAfl 
^i/nnmmdiiJu ^0^m < uW0inm‘3 < n o i^i < u 6 ti0^ Stacey fowa^iwuvinem 
iTUi^pruii riomqnraigN’UJ'U'U ‘Nobody’s Land’ TJ0* 0*5.0^18 014000 
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0i?ii4i^£l0iim^nmi0inm?ii4i0l?i^mii00?im‘3i,0B?iii4lviaii4U00 


Whose land is it Anyway? 
Acrylic on convos 166 x 104cm 
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Woven Histories 
Acrylic and Inkjet Print , 
Woven convos 
118x81 cm 



Borrowed Nostalgia 
Helen stacey over-layering 
Apichart’s Immediate Nostalgia 
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Immediate Nostalgia 
Digital collage,Print on canvas 
80 x 160 cm 


Freedom? 

Fielen stacey over-layering 
Apichart’s Immediate Nostalgia 
119 x 59 cm 
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“Border Crossing” is not just another group exhibition that show¬ 
cases works by various artists within a concept. This touring art project/ 
exhibition transcends such tradition and touches on the notion of 
collaborative work of a group of artists who take turn to “repeat” the 
work done by others to create a new work. 

Participating in “Border Crossing” are Wendy Grace Allen (New 
Zealand), Dr. Apichart Pholprasert (Thailand) and Helen Stacey (Aus¬ 
tralia). The process involves each artist creating his/her own work from 
their own inspirations, ideas, and interests. The finished work would 
be sent as a digital file to the other two artists via email, and a copy 
would be printed by inkjet printer. The second artist in the process 
would interpret the initial work before putting their own artistic ex¬ 
pression on it. Then, the work is sent to the third artist, who would 
put their own touch of creativity on the piece. For example, Allen’s 
acrylic on canvas Whose Land Is It Anyway? was originally created 
around the idea of colonialism and land ownership, but Dr. Apich¬ 
art, a Thai artist whose background is in Buddhism, chose to inter¬ 
pret it as the transitory nature of all material things. Spraying water 
onto the original work to erase Allen’s question, before answer¬ 
ing with the new title he gave to the work: Nobody’s Land. It was 
subsequently forwarded to Stacey, who opted for imagery of New 
Zealand’s winter mountains and Australia’s summer plains to sym¬ 
bolize the difference between the material and the spiritual worlds. 

This process of repetition gives each artist supreme freedom to 
interpret and recreate the original work. However, prior to interpreting 
and recreating, the second artist is required to understand the idea 
the first artist tries to convey, while the third artist who is privileged 
with the freedom to “finish” the work is required to understand the 
ideas of his/her two predecessors. This is to guarantee that the one 
to finish the work can appropriately inject his/her own view. Trying to 
understand the ideas of other artists is not easy, since each has his/ 
her own individuality, and especially when each of them comes from 
a different cultural and religious background, with a different set of 
beliefs. It is necessary for the artists to research about stories that 
could influence the ideas of other artists. Stacey’s work on Dr. Apich¬ 
art’s Nobody’s Land requires her to study Buddhism, which is different 
from Christianity, in order to achieve the final work Flux and the Void. 


Learning and trying to understand ideas of foreign artists who par¬ 
ticipate in the project reflects an idea behind the title “Border Cross¬ 
ing.” Learning is a way to open the door to a different social and cul¬ 
tural context to destroy the social and cultural wall in order to achieve 
understanding. More importantly, the real meaning of “Border Crossing” 
seems to derive from the fact that each artist interprets his/her own 
learning, and chooses to express his/her own view into the “repeating 
process” whether or not the view turns out to be similar or different 
(an example of artists sharing a similar view is how Dr. Apichart’s work 
Immediate Nostalgia, which expresses his yearning for the country life 
he grew up in, is interpreted by Stacey in accordance with her own 
childhood experiences living in New Zealand’s country farm into the 
new work titled Freedom. Stacey’s idea focuses on the desire of all 
farmers who sold their land in order to relocate to cities as an attempt 
to free themselves from exhausting work in the farm, not realizing in 
the end that life in big cities is even crueler, and offers no freedom 
at all). The outcome is the evolution of ideas, which are further devel¬ 
oped from the original work to achieve more dimensions and depth, 
opening the audience and the artists to new perspectives. Therefore, the 
exhibition exemplifies a complete “collaboration” between artists. 

Apart from crossing the borders that divide the different social 
and cultural contexts of the individual artists, “Border Crossing” differ¬ 
entiates itself from a conventional framework in terms of the value 
of art. The process—repeating on the original work—challenges the tra¬ 
ditional value in the art world that valuable art must be a unique, 
one-of-a-kind original. More importantly, repeating on the other’s 
work is unlikely, and it thus leaves viewers with questions regarding 
the definition and value of art, as well as its authorship, since the 
works are created by a number of artists repeating on what was 
previously done by others, each using his/her own individual view. 

Certainly, neither “Border Crossing” nor the three artists give us 
a direct answer, but instead leaving it to the audience’s interpreta¬ 
tion. Seeing the works, many audiences may come to a realization 
that at the end, those values are no more important than the artists’ 
learning and reaching for the door that opens them to many borders 
they have crossed during the course of completing this exhibition. 
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Path of Perseverance: 

The Chin From Burma 
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Children pounding rice to separate the grain 
from the sheath (Matupi Township) 
Photograph, October 2008 
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In a letter sent to The Art Center by Benny Manser, then photog¬ 
rapher/writer and a graduate student at Chulalongkorn University, pro¬ 
posing for an opportunity to stage an exhibition “Path of Perseverance: 
The Chin from Burma,” he states that the objective of the exhibition is 
to raise an awareness on issues of human rights, the refugees, the envi¬ 
ronment, and the cultural history of various ethnic groups in Burma. All 
topics are presented through over 100 photographs taken by Manser, 
which altogether recount the stories of the Chin people of Burma. 

During January 2008 -May 2009 , Manser travelled to Burma, India, 
and Malaysia to record and gather information about the Chin ethnic 
group who once dwelled in their homeland, as well as those who mi¬ 
grated to other countries. Wherever they settle down, the Chin people 
live in poverty. As an ethnic minority and a believer of Christianity, 
the Chin have long been suppressed by the Burmese military gov¬ 
ernment—many of them are forced to migrate to foreign countries, 
where their status remains that of illegal migrants with no equal access 
to education, employment, and social welfare as the natives, let alone 
the right to live in hygienic shelters. Their sufferings are captured through 
photographs and documentary-style captions by Manser, allowing the 
audience to get a glimpse of their destiny. The audience may just 
come to a realization that this so-called beautiful world is in fact full 
of injustice that not many care to discuss and the Chin is just another 
group who has to suffer the rules and hatred others project onto them. 

Apart from the photographs and the accompanying captions, 
the exhibition “Path of Perseverance: The Chin from Burma” also 
screens a documentary film Soldiers of Democracy by Rohit Ganghi, 
which deals with the human rights issue in Burma. The film tells the 
story of the Chin state in the Northwest of Burma, where the citizen 
are stripped of several basic rights. Another documentary screened 
during the exhibition is Burma VJ by Danish filmmaker Anders Oster- 
gaard. Putting together video clips of the monks’ protest in Burma in 
2007 , this film, together with Soldiers of Democracy, serves to empha¬ 
size the ethnic minority problem Manser discusses in his exhibition. 

“Path of Perseverance: The Chin from Burma” also enriches 
the audience with insight into their lives and the turmoil the Chin 
face. Even though their life story is not well-known in wider cir¬ 
cles in Thailand, and their problems may not be directly rele¬ 
vant with our society, we can give this exhibition credit in terms of 
how it helps to raise awareness of humanity among the Thai audi¬ 
ence, especially in these days when some other ethnic minori¬ 
ties from Burma are seeking help and sympathy from our country. 


Chin villagers with rats caught by 
homemade traps (Falam Township) 
Photopraph, January 2009 


Chin children in a rural schoolhouse 
in Chin State (Falam Township) 
Photograph, January 2009 
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“Chin girl outside a farm hut. Rural farmers 
often live out of these huts while tending 
their fields (Thantlang Township)” 
Photograph, October 2008 
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“Chin protest in Mizoram in support 
of democracy in Burma (Mizoram)” 
Photograph, October 2007 
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Between Spaces 
and Look-Overlook 


Curator: Pichaya Piyassapan Artist: Jedsada Tangtrakulwong 
Curator: Narongsak Nilkhet Artists: Jackkrit Anantakul & 
Chawnchom Boonmegurdsup 

_ April 9 - May 15, 2010 _ 
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Jedsada Tangtrakulwong 
Linger 

Site-Specific Installation 
Size Variable 









Jockkrit Anantakul 
April 

Video Installation 3-5 minutes, 2010 
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Chawnchom Boonmegurdsup 
nImmviwiiiivjifMiviimddd 

V V 

(Messege) 

Mixed Media 50 x 43 cm, 2010 


Chawnchom Boonmegurdsup 

Wording Collage No.l 

Mixed Technique 80 x 60 cm, 2010 
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Chownchom Boonmegurdsup 

Wording Collage No.2 

Mixed Technique 80 x 60 cm , 2010 


Since its opening, The Art Center at Chulalongkorn University has 
been functioning as a space for artistic expression without restricting 
the types of media or the nationality, religious belief, and cultural 
background of the artists. It offers opportunities for both established 
artists and up-and-comers who have just made an entrance into the 
art world. Such an open attitude ensures that the space serves its 
purpose in fostering the development of contemporary art in Thailand. 

The exhibitions “Look-Overlook” are “Between Spaces” are another 
occasion when The Art Center allows up-and-coming curators and artists 
to experiment and create new works. As a young generation who grew 
up in a society full of advanced communication technologies, the group 
stages an exhibition of mixed media and installation that represent the 
culture of their time. Besides, the idea behind both exhibitions reflects 
the viewpoints and several questions they have regarding life in modern 
society, where spaces are gradually narrowed and interconnected via tech¬ 
nological progress, yet all of us seem to drift apart from one another. 

“Look-Overlook” is a collaboration between curator Pichaya Piyas- 
sapan and artist Jedsada Tangtrakulwong, showcasing a site-specific in¬ 
stallation titled Waiting. The artist uses lighting to confine the distinctive 
presence of the gallery’s ceiling, leaving only a small space under the 
dim light visible in two dimensions. Besides, the spatial design that con¬ 
tinuously changes the lighting forces the audience to be more careful 
with each step taken while prompting them to ponder whether they 
should wait for the light to come back or continue walking in the dark. 
Metaphorically, it is about being more focused, and about pausing be¬ 
fore making a decision. 


In “Between Spaces,” curator Narongsak Nilkhet works with artists 
Jackkrit Anantakul and Chawnchom Boonmegurdsup within a frame¬ 
work of personal space/ public space in the present society. Due to 
communication technologies that bring about new modes of human 
interactions, these two spaces seem to overlap. Jackkrit produces a 
video installation called April, screening moving images onto three 
walls. The screened images include landscape, graphic, and parts on 
the artist’s face. Two television screens show the rolling eyes of the 
artist. With all of these installed in the same space, they work to¬ 
gether to connect with the idea of a fast consumption of media in 
the present society that occurs simultaneously. Another artist whose 
expertise lies in printing, Chawnchom produces four prints using digi¬ 
tal printing technique and mixed media, all of which demonstrate 
the relationship between loneliness and a distortion of memory. 

What is interesting about this exhibition is that, aside from reflect¬ 
ing the gap between people in the society as a result of communi¬ 
cation technology, it was staged during April-May 2010 during which 
Thailand was convulsed by political unrests—resulting in becoming the 
exhibition with the least number of visitors in the history of The Art 
Center. The “gap” discussed in the exhibition is expanded, albeit unin¬ 
tentionally, into the conflicts between people in the Thai society as a 
result of ideological differences—which are unlikely to be reconciled 
no matter how advanced the communication technology becomes. 
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Brand New 2010 


Artists: AlongKorn Sriprasert & Itsaret Sutthisiri 
Curator: Ark Fongsmut 

May 31 - June 26, 2010 



Itsaret Sutthisiri 
vwlm 

BAN Print 25 x 25 cm , 2009 
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Back in 2003, Nipan Oranniwesna and Ark Fongsamut, who were 
then acting as director and curator of the Bangkok University Gallery 
respectively, pondered the question of how to come up with a space 
and activities that could stimulate enthusiasm among the new genera¬ 
tion of artists, as well as fostering collaboration among art galleries. 

“The main stage [for the young artists] we had back then, or 
have had up until now, remains art contests for which the role of 
artists is limited to only submitting work for competition,” said Ark 
during the seminar marking the opening of Brand New 2010 at The 
Art Center at Chulalongkong University. “If possible, we want to 
do a project that enables young artists to utilize space to present 
their series of thoughts and works, or even their own activities.” 

This statement marks the beginning of “Brand New”, an art project 
that focuses on giving young artists an opportunity to present their 
own set of ideas through art. Initially, the project involves the Bangkok 
University Gallery and nearby art spaces such as Si-Am Art Space and 
Space Contemporary Art. The project soon expanded to encompass a 
wider circle than what the two lecturers who initiated it had planned. 
Coming on board were Tadu Contemporary, White Space Gallery, and 
The Art Center at Chulalongkorn University, all offering space for both 
the showcases and related activities. 


Itsaret Sutthisiri 


Digital Print , 2009 




In addition, during its 4th and 6th editions (2007-2009), “Brand 
New” adopted the system of guest curator to avoid being limited to 
one particular curatorial system. Collaborating in this project are local 
and international curators such as Naoko Usuki (“Brand New 2007”), 
Marianne Maasland (“Brand New 2008”) as well as Gridthiya Gaweewong 
(“Brand New 2009”). Most importantly, in 2009 “Brand New” expanded 
its range beyond the area of visual art, embracing works in art criticism in 
the project “Brand New Art Critics” to allow young writers/critics to work 
with artists and get their articles published in the exhibition brochure. 
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“Brand New” has been put together continuously for seven years, 
with former participating artists and young critics from the project moving 
onto the professional arena, producing artwork and art writing in the 
contemporary art scene that are evidence of its success. With Ark him¬ 
self acting as curator in the seventh edition, and The Art Center at 
Chulalongkorn University acting as a partner space, this edition certainly 
marks another occasion for “Brand New” to serve as a stepping stone for 
young generation of artists and critics to make their mark in the scene. 

Participating in “Brand New 2010” are Itsaret Sutthisiri, Alongkorn Sripra- 
sert, Poom Pechavanish, Dusadee Huntrakul, Mute Mute, and Natnaran 
Bualoy while the participating critics are Choi Janepraphaphan, Krit- 
sada Duchsadeevanich, and Sitthidham Rohitasuk (previously known as 
Sittidech). The Art Center at Chulalongkorn University plays host to the 
exhibition by Itsaret and Alongkorn, both of which are in the field of 
photography. 

Titled “Nothing,” Alongkorn’s exhibition revolves around the story 
and meaning of “time.” Comprising of black and white photographs of 
various locations the artist felt attached to in the past, the exhibition 
sees Alongkorn leaving each image overexposed, with white light ob¬ 
scuring the details. The images simulate the feeling as though we were 
looking back into the past—with series of events occurring and ending, 
leaving only intangible memory with fuzzy details, as opposed to the 
clarity of the present W takes place right at every moment. 

The idea about memory, the past, and the present conveyed 
by the artist seems to correspond with the medium and tech¬ 
nique used. Together, they intensify the meaning of “time” and 




Along Korn Sriprasert 
Nothing 

Digital Print 86.67 x 130cm 


“The appearance of things in these photographs—be they materials, humans 
or locations—is framed by the viewpoint we have for this particular past. When 
we are about to take a picture or when we are taking a picture, we are selecting 
and recording our view of this past Photography is to make the past appear and 
the entire photographic process is in conflict with the progression of the past 
When we are about to take a picture, we have in mind the picture we want to 
take—and this is broadly an expectation of a future. At the moment we press the 
shutter , we have a complete viewpoint of the present and after that , the present 
has passed ' leaving only the past that appears in the form of a photograph. Therefore, 
the photographic process runs in an opposite direction of real time, with the 
future coming before the present, and the present coming before the past. It is 
noteworthy that no matter how we switch the order, the present remains where 
it is: the point where action takes place and the outcome of photography is the 
resurrection of the past into a concrete shape at present. ” 


(An excerpt from “From the Story of Faded Memory to Non-existing Memory” by Kritsada Duchsadeevanich, 
published in the brochure of Brand New 2010) 
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Many art enthusiasts may have an opportunity to admire works by 
Itsaret from “Face a Faces Part II (2008)”, as part of the Month of Pho¬ 
tography (4) in 2006, for which his work was handpicked by Manit Sriwan- 
ichapoom. For “Brand New 2010”, Itsaret re-exhibited the “Pure FHap- 
piness” series which was shown during the aforementioned exhibition. 
Placed together with other series such as “Modern Cute Trend,” “Apart¬ 
ment,” and “Lost in the City,” his idea of the pursuit of happiness amid 
the new social values forged by modern advertisement is intensified, 
as elaborated by Sittidech, who discussed Itsaret’s work in his article: 

[In “Modern Cute Trend,”] the photographs show teenage boys, 
who hailed from the countryside just like the artist, reflecting different 
expressions of happiness: one carrying an umbrella to protect his (al¬ 
ready dark) skin from the burning sun, another gesturing his hands and 
body in hip-hop style while another having a little puppy in his arms. 
This series of photographs probably poses questions the artist has for his 
community. As contemporariness moves forward with the flow of mass 
communications, his community unavoidably becomes part of the me¬ 
dia mechanism and the outcomes it produces, ranging from the craze 
for “fair skin,” “western music,” and an image of modern urbanites... 


Nearby, Itsaret connects the question regarding the society, com¬ 
munity, and lifestyle of people in the countryside in another work 
called “Pure Happiness,” albeit with a difference in a way that, in this 
series, the artist presents “a standpoint” and “ the strength” deriving 
from the relation one has with his/her community. Through images of 
community activities and local cultures in his hometown, we see pho¬ 
tographs of family, neighbors, community members, and monks, who 
all fix their eyes on the photographer. There is an earnestness and hap¬ 
piness in their expression, set against the backdrop of “utility pavilion” 
built by people in the community for use in religious ceremonies. Itsaret 
chooses to get his subjects to look straight at the photographer—in 
one way it is normal to a “group photo” taken after completing a “social 
activity.” However, that the subjects stare straight at the photographer is 
probably a way for the photographer to direct all eyes to his audience. 
Their “staring” is in a way a challenge to the outside society—a means 
to establish power through “looking.” It is as if Itsaret wished for these 
eyes to shout from the silence that, despite the fast-moving chaos of 
the digital world, there is “faith” and “spirituality” that people in this 
community have in their culture, wisdoms, and ancient beliefs etc...” 

(An excerpt from “Meeting Boonchoo on the Way to See 'Bear/ I Hesitate,” by Sit¬ 
tidech Rohitasuk, published in the brochure for Brand New 2010) 

The most important result young artists and critics acquired from 
participating in this Brand New project is not the award or prize they 
usually earn from winning art contests. Instead, it is an experience 
working for a solo exhibition with a curator and others within the 
space of The Art Center—in a way more rewarding than any prize. 
For those working behind the project, there could be no more re¬ 
warding prize than seeing these artists and critics blossoming in the 
art world. This catalogue is another collaboration between The 
Art Center and Sitthidham Rohitasuk, the young critic from “Brand 
New 2010” who takes on the duty of writing the introduction. 
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Aside from his well-acknowledged role in art education as lecturer 
at the Department of Visual Arts, Faculty of Fine Art, Chulalongkorn Uni¬ 
versity, Surachai Ekphalakorn is also famous for his woodcut prints. His 
love affair with woodwork began early, and he pursued it by opting to 
study woodcut in university while spending his time outside the class¬ 
room creating his artwork. Apart from woodcut prints, Surachai is also 
fascinated by painting brushstrokes. The two techniques are combined 
in the exhibition “That Very Moment” to create meanings for his work. 

All the exhibited works are woodcut prints. The production pro¬ 
cess begins with the artist splashing paintbrushes onto the wood to 
create a certain design. Then the wood is carved following the design 
for use in printing colors onto paper. The artist will then carve more 
design, experiment with other color tones and repeat the prints onto 
the same paper again and again. 


'7 always use spoons in the printing process. The advantage of using spoons 
is that you con control the weight to achieve light or dork colors, because it’s 
done by hands. The problem with a printing machine is that you hove only one 
depth of color. I learned this technique from Sanyo Wong-Arom and when used 
with printing in multiple layers, you hove prints with depths that give off a feel¬ 
ing of dork and light colors. ” 

(An excerpt from a seminar with Surachai Ekphalakorn at The Art Center at Chulalongkorn University) 


With a combination of design derived from splashing colors onto 
wood and his skill and expertise in woodcarving, the outcome seems 
close to painting than prints. This projects an incongruity between what 
is perceived by the eyes and the story behind it. If this was painting 
- you only need a few minutes to complete it. But woodcut prints 
require a more complex process that takes much longer to complete. 
Such difference between reality and what is perceived at first impres¬ 
sion is what Surachai wants to convey to the audience. 


Titled Moment 
Woodcut on paper 
100 x 140 cm 
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“i try to convey my idea of art in relation to human awareness—that what 
we see and what it actually is may not be the some thing. The brushstrokes on 
the paper that feel like random sploshes done in a few seconds ore in fact a 
work of woodcut that requires much more time to produce. ” 

(An excerpt from the brochure of “That Very Moment”) 


“l love that contradiction because it responds to my belief that sometimes, 
we overlook several things in life and rush to a conclusion, without ever trying 
to listen to any explanation. ” 


(An excerpt from the seminar with Surachai Ekphalakorn at The Art Center at Chulalongkorn University.) 



Colors of that Moment 
Woodcut on paper 
70x100 cm 


Apart from the idea of looking at things superficially and mak¬ 
ing up one’s own conclusion, Surachai also leaves us with an answer: 
the only way to prevent us rushing to false conclusions is to contem¬ 
plate—in the same way that the audience needs to contemplate the 
work to know the reality behind its making. 

In “That Very Moment,” it is only by inspecting it up close that you 
will discover the tiny details that reveal the truth. This process of un¬ 
derstanding an artwork was once used by Surachai in White-olence— 
a work he once exhibited in a group show titled “Muster Up” five 
months earlier. In White-olence, the audience only sees a pile of white 
woods, and it is not until they inspect it up close that you will discover 
the woods are carved to reveal the figure of the favorite Japanese 
action heroes when the light is projected through them. From then 
on, the audience can start to discover the layers of meaning the artist 
conceal in his work. 

“Most of my work deals with acknowledging something. It’s a 
process with multiple layers that can never occur unless you carefully 
contemplate on it. So, I realize that painting is not my answer. It’s too 
fast and gives me no time to spend and experiment with it in the way 
I work with woodcut.” 

Such experiment also explains why he chooses not to do editions 
of his prints like the way many artists do to sell their works. Fie explains 
that making editions cannot be compared to opportunities to experiment 
with additional designs and print new works all the time. Such experimen¬ 
tation constantly allows the artist to experience “that very moment.” 



“On the international level, art is considered on experiment so when we work 
on o piece of art, we must not be of raid of making mistakes. If we ore of raid of mak¬ 
ing mistakes, we’ll never get to know whot is right. Most importantly it’s from these 
mistakes that we learn and discover something new. ” 

(An excerpt from the seminar with Surachai Ekphalakorn at the Art Center at Chulalongkorn University) 
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Adiwit Ansathammarat earned a bachelor’s degree from Chula¬ 
longkorn University’s Faculty of Fine Art before continuing his post-bac- 
calaureate and postgraduate study in painting and drawing at School of 
the Art Institute of Chicago, which is ranked the second in the overall 
graduate program for fine arts in the United States. FHighly respected 
Thai alumni from the same school include Rirkrit Tiravanija, Udomsak 
Krisanamis, and Apichatpong Weerasethakul. 

The mentioning of Adiwit’s prestigious schooling is not meant 
for mere ostentation. Knowing his background at School of the 
Art Institute of Chicago, an institution with renowned graduates 
whose works are synonymous with the act of stretching the bor¬ 
ders and definitions of art, is indispensable in an attempt to un¬ 
derstand Adiwit’s works, especially his choice for mundane, 
everyday materials and the creative process that transcends the tra¬ 
ditional framework of artistic production, such as “cutting” the work. 


“When I was at the Faculty of Fine Art , / was interested in 
colors and my works revolved around painting of rooms inside 
the house or rooms conjured up from my own imagination, or sim¬ 
ple landscapes such as trees in the garden and some scenery 
I didn’t focus on forms. Instead, / paid attention to atmosphere 
and colors,” the artist recalled. “Then I began to experiment 
with textures, such as mixing oil with acrylic to create works that 
gave off a vintage feeling.” 

“Fiowever, I began to experiment with things I never had 
done before at the School of the Art Institute of Chicago, thanks 
to the tutors who pointed me into a new direction, such as creat¬ 
ing works that were not meant to be hung. My first ‘cutting’ experi¬ 
ment came from an experience presenting a piece for my class¬ 
mates to criticize. The feedbacks brought me a realization that 
I hadn’t quite done what I really wanted to do, as if there had 
been an invisible wall obstructing me from trying it. So I covered 
the floor of the studio with canvas and paint it all in black. When 
the color dried, I cut it with a cutter knife. ” 

(An excerpt from a seminar with Adiwit Ansathammarat at The Art Center at 
Chulalongkorn University) 


The “cutting” he experimented with back then was the beginning 
of his artistic turning point. It marked his first achievement in breaking 
the wall that obstructs his path and set out his new journey away from 
the same old art production framework of paints and brushes, and 
towards a new plain of freedom where he can enjoy any materials, 
shapes or processes—just as evident in this exhibition. 


"When I work, I usually look inside myself to find what I re¬ 
ally want at that given moment. I never have in mind what form, 
color, or composition I want. It just goes with the flow and all 
the forms, colors, and compositions come entirely from myself 
so there’s no way you’ll see any form that isn’t personal in my 
work. ” 

(An excerpt from a seminar with Adiwit Ansathammarat at The Art Center at 
Chulalongkorn University) 

Since his art begins from himself, “From Me to You” revolves 
around simple stories the artist experiences in everyday life, from the 
stories of places he is attached to, things he uses or experiences gained 
from interacting with people—all of which are transformed into simple 
forms, as exemplified in his combination of vertical and horizontal lines 
into a square, before repeating that square form again and again into 
grids (such repetition calls for an attention to repetitive, cyclical occur¬ 
rences). Also, colors spring from shades he is attached to, such as red 
and blue—the color scheme on the mail envelope which was a means 
of communication between the artist and his family while he was stud¬ 
ying abroad. The materials used in the mixed-media work are selected 
from what the artist sees in his daily life, from iron to PVC tubes. The artist 
says that the search for new materials is a constant focus in his process. 

The showcased work can be rudimentary dubbed “abstract,” in 
the same way his cutting could have been simplistically classified as 
“expressionism.” Fiowever, Adiwit never tried to define his works— 
because the constraint of artistic definition is something that he has 
abolished a long time ago. Meanwhile, it could be said that the art¬ 
ist is leaving space for the audience to find meaning or definition 
freely, as “blank space” seems to be one striking characteristic in 
most of his works (as evident in the blank “square” of the grid lines). 
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“[Since my first experiment with cutting] I understand that 
freeform comes from my feeling at that moment, and the out¬ 
come leaves space along the way. ” 

“All through this time, space is important in my work, es¬ 
pecially in this exhibition. If you ask me what space means, it 
means the point where the audience can enter and be a part 
of the work. ” 


(An excerpt from a seminar with Adiwit Ansathammarat at The Art Center at 
Chulalongkorn University) 

Since Adiwit’s art has its genesis from stories in his life that are trans¬ 
formed into simple forms through the use of repetition in order to 
encourage the audience to take a second look at what seems to be 
banal, and since his artistic process is a long and endless experimenta¬ 
tion, he concludes that art is never “finished.” 

“Art has no definite conclusion and I would encourage 
those working in art to take this opportunity to experiment as 
much as they can. They shouldn’t shut the doors to new op¬ 
portunities because the more you do that, the more opportu¬ 
nities you’ll miss the opportunities to find the doors that take 
you to an understanding that art can be created in more ways 
than we think. Experimenting shouldn’t be a game played in 
a single work. It should be taken seriously and sometimes, 
such experimentation is done through hundreds of works be¬ 
cause we need to keep doing that until we reach an under¬ 
standing by ourselves. Once you find an understanding, the 
outcome will tell you whether you’ve reached the goal.” 




(An excerpt from a seminar with Adiwit Ansathammarat at The Art Center at 
Chulalongkorn University) 
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John Tonkin 
Time and Motion Study 
Interactive video instal¬ 
lation , 2006 
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Emil Goh 
MyCy Series 
MD03/Min ji Cho, 2005 
Digital prints 
110x110 cm, 
2005/2006 
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Angelico Mesiti 
Heroes 

Single channel digital video . 
Duration 5 minutes, 2002 
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Dovid Rosetzky 
Without You 
Single channel digital video. Duration 
10.40 minutes, 2003/2004 


Ten years ago, it would be impossible to picture that mankind 
would reach the point when a mobile phone could be used as camera, 
let alone boasting various applications that enhance and beautify im¬ 
ages that can be shared to the world in a split second through social 
media. The advanced technology that brings an end to spatial and 
time limitations has transformed the face of society and triggered various 
incidents we had never imagined—from the Arab Spring or a wave 
of revolutions in North African and Middle Eastern countries in 2010, 
which was partly stoked and enabled by fast online communications. 

In art, new digital media has grown in significance as artists’ alter¬ 
natives and, together with the sophisticated communications technol¬ 
ogy, begotten a new artistic space in the virtual world—be it websites, 
social networks or even an act of uploading pictures via e-mail and 
mobile phones. All these contribute to wider art distribution and rec¬ 
ognition in such greater speed than anything that has happened in the 
art history. 

In the view of Kathy Cleland, curator from Sydney University, the 
growth of new digital media and the advancement of communications 
technology have also influenced art in other aspects. The ability of 
new digital media to manipulate the original copy especially portraits 
also distorts one’s perspective of his/her identity. Although audience’s 
participation has been augmented thanks to this new platform, Cleland 
could not help asking in what direction this change is headed, and 
how many more changes there will be. These questions seek answers 
through this exhibition. 

“Face to Face: Portraiture in a Digital Age” is a collaboration 
between Asialink and d/Lux/MediaArts with Cleland acting as cura¬ 
tor. There are 14 participating artists from Australia in the exhibition: 
Michele Barker, Anna Munster, Denis Beaubois, Daniel Crooks, Anna Da¬ 
vis, Jason Gee, Emil Goh, Angelica Mesiti, Adam Nash, Mami Yamanaka, 
David Rosetzky, Rachel Scott, Stelarc, and John Tonkin. All works are 
portraits, presented in various formats from photography to video and 
interactive installation, with digital photo manipulation techniques be¬ 
ing applied to distort reality or make the subject look different from 
what he/she really is—all to convey certain messages. 
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The most simple and obvious message is the power that the new 
digital media gives to users in destroying the limitations of time and pos¬ 
sibility of the distorted image. In Time and Motion Study (2006), a video 
installation by John Tonkin, images of audiences visiting the exhibition 
are recorded chronologically while subsequent visitors can rewind the 
tape to see the preceding visitors, or even enlarge and reduce the size 
of the image. In ln3Face (2002) by Adam Nash and Mami Yamanaka, the 
audience can rearrange components of a photograph of the parents and 
a child (the artist couple and their child) using a computer program. 
Aside from the fact that each outcome will show a different image de¬ 
pending on each audience, the work demonstrates that an individual 
identity doesn’t come only from ethnicity (more apparent in this case 
as Nash himself is Irish while Yamanaka is Japanese, thus their child 
being Irish-Japanese), but instead identity can be recreated through ad¬ 
vanced technology, and can be communicated to others in virtual reality. 

The idea of a distorted identity by the person to whom that orig¬ 
inal identity belongs can also be seen in a digital video animation 
Without You (2003-2004) by David Rosetzky. The animation questions 
the beginning and the end of our fabricated identity by printing parts 
from the human image from VDO footage and constructing a collage 
out of them by hand before making an animation out of that collage. 

However, the idea about the fabricated identity Cleland wants to 
convey through this exhibition may not just be limited to human-beings 
perse. The fabrication of identity also takes into “image” we create 
for ourselves by selectively choosing to communicate only parts and 
angles of our lives through social networks or virtual reality. We keep 
to ourselves what we do not want others to know. While the audience 
we communicate with may have a misrepresented image of ourselves, 
we—as owners of the fabricated image—are also in danger of forgetting 


our reality, mistaking the image we have fabricated as our true self 
after spending far too long a time in the online world. This is because 
such new identity is the image we aspire to be—it is a “Second Life” 
we have yearned for. 

MyCy series by Emil Goh (emilgoh/Emil Goh, 2006; MD03/Min Ji 
Cho, 2005; i/triangle/Kwang Hoon Hyun, 2005) is one particular work 
that tackles such idea of mistaken identity. She uses two images, par¬ 
alleled against each other. One is an avatar used in the virtual world, 
living in a new fabricated environment and events, while the other is 
a real image of a person living in the reality of life. Goh was inspired 
by Cyworld—a popular social network site in South Korea and the fact 
that a large number of people spend more time online than in the 
real world. 

Hot Not (2006) by Rachel Scott also reflects a similar idea. The 
artist captures her own reflection from a window while dancing and 
lip-syncing the hook line “Don’t cha wish your girlfriend was hot like 
me” from the Pussycat Dolls’ song. That the video is shooting her im¬ 
age on a dust-covered window can be compared to the way people 
convey their image via social media. Besides, the video shows the artist 
trying to be the woman “described in the song”—while deep down 
she knows all too well she is not a “hot girl” in the definition of pop 
culture. 

Several works showcased in this exhibition are interactive, inviting 
the audience to interact and be part of the work via the digital media 
tools. The audience can rearrange components of an image using a 
computer program, posing for the following audience or even being 
part of the conversation by asking question to the presented work; the 
latter could be seen in Prosthetic Head (2003) by Stelarc. The artist rec¬ 
reates his own image in computer graphic-rendered animation, which is 
programmed with information regarding the artist. Once the audience 
types a question, his animation would answer. 
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Joson Gee 


Biohead Actualized 


Digital video loop, 


Duration 10 minutes, 
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The audience’s interaction in art exhibition reaffirms the idea that 
in the world of new digital media, the person who conveys the mes¬ 
sage and the person who receives it are in fact the same person, his/ 
her role constantly switching. Moreover, the fact that a person can 
perform the role of both sender and receiver of the message almost 
simultaneously could mean that, in the end, the person who creates 
and sends the message can end up being the one receiving it. This in 
fact could be one of the answers that the exhibition has discovered 
and presented to the audience. 

Another answer lies in the complexity of events deriving from the 
advancement of technology, which in turn could imply that the more 
mankind achieves material advancement, the further they are away 
from their original reality. 

Although “Face to Face: Portraiture in a Digital Age” and Cleland 
do not give a definite answer as to whether an acknowledgement of 
identity in the digital world will bring good or bad outcomes, some 
audience can find answers for themselves by interpreting works such 
as Portrait #1, #2, #3 (2007) by Daniel Crooks and The Love Machine II 
(2003) by Michele Barker and Anna Munster. 



Denis Beoubois 
Constant 

Single Channel digital video. 
Duration 8.40 minutes, 2004 
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In the first work, the artist makes a collage from images from his 
video footage—bringing together images from different time and place 
into one shared space, reflecting the immense potential of the new 
digital media. However, the finished image seems deviant, reminiscing 
the footages seen during the time the signal is interrupted or when the 
connection speed was low. It is as if the artist were implying that, even 
though a new image can be recreated at will, it can never achieve the 
completeness of reality. In The Love Machine II (2003), the artists use 
images from a device invented in Japan in the 1990s that processes an 
image of a future child from a photo of the couple. Although the ma¬ 
chine can create a rough image of a to-be-born person, the artists inject 
their own opinion of this technology by choosing to enlarge the image 
to the point that it becomes grainy, demonstrating that such imagined, 
virtual representation can never be compared to reality. 

The final question, sadly, is this: What is the “real reality” when 
we all seem to be living in the world of virtual reality? So much so that 
we’ve gotten lost along the way and can no longer find our way back. 
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Daniel Crooks 
Portrait #1 (Self) 
Digital prints 
101 x 101cm, 2007 
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A Brief View of Everything 


Artists: Justin Mills & Franco Angeloni 

November 8 - December 25, 2010 
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Justin Mills 
Portraits of God 
Rubber-modified bitumen, 
oil, acrylic on canvas 
100x100 cm, 2010 
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Justin Mills 
Portraits of God 
Rubber-modified 
bitumen, oil, 
acrylic on canvas 
100x100 cm, 
2010 


(Qmfk^in^tfal “A Brief View of Everything)” 
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The kick in a duo exhibition by Justin Mills and Franco Angeloni, “A 
Brief View of Everything,” is the notion that, despite sharing a mutual 
theme of spirituality, the two artists approach their work differently: 
one offering an answer for all questions while the other poses several 
questions and invites the audience to ponder them endlessly.British 
artist Justin Mills has spent 25 years studying religious philosophy before 
reaching his own understanding that “perhaps God is Everything and 
Everything is God” (cited from the exhibition catalogue of “A Brief View 
of Everything”). In other words, all things in the world and the universe 
are unified. Based on this idea, Mills has created 48 Portraits of God 
(2010)—a collection of 48 paintings featuring portraits, objects, and 
events, such as Queen Elizabeth II, Marcel Duchamp, Morgan Freeman, 
child soldiers from Congo, which he painted after an original photo¬ 
graph in newspapers—all in black acrylic and oil onlOOcmxlOOcm gold 
canvas. The series conveys the idea that all things and happenings in 
this world originate from the same entity, and they are all part of the 
same single entity. They are not separately defined, and this is a defini¬ 
tive conclusion. 

Installed around Mills’ 48 paintings are small art pieces by Franco 
Angeloni, the existence of which seems like a disturbance to “god’s 
holiness.” Part of this Dutch-ltalian artist’s works deals with wordplay, 
using familiar words in a way that encourages the audience to discover 
their new meanings. In Absence of the Other FI a If Last (2010), the art¬ 
ist hangs a frame showing the letters “Ev,” while on another wall, a crum¬ 
pled piece of paper torn from the former frame is bearing the letters 
“il” (together they make the word “Evil”). Another work, K.arriunsmith 
(Anagram) (2010), uses anagram as a means to invite the audience to 
discover the new meaning of words while Fortunately (2010) plays with 
irony in a sense that, despite the title, reveals hints that only make the 
audience perceive it to be the word “Unfortunately.’’While 48 Portraits 
of God offers a complete answer in itself and leaves very few to ask, An- 
geloni’s works call for the audience’s close inspection, before whispering 
into their ears and driving them to think for their own answers. Apart 
from toying with words, Angeloni challenges established truths and ide¬ 
ologies, as if the artist meant to question absolutely everything—with 
the most exemplary piece that supports this idea being Welcome to 
the 8th Floor (2010), for which the artist puts the sign “Welcome to the 
8th Floor” in the elevator of the building that has only seven floors. 


Looking at something that will probably never pass by (2010) 
is another work that demonstrates how the artist can tease with 
words while engaging the audience in his work. Angeloni twists 
blue neon tube lights in the shape of a 210x220cm mask. This 
work is adapted from his previous work in 2003, which he used 
the face of terrorists to criticize the present society in which eve¬ 
rything can be commercialized to make profit, even violence. 

Contradictory and provocative as the artworks are, “A Brief View 
of Everything” also incorporates all messages meant to be conveyed 
to the audience into the media used and their choice of artistic genre. 
Mills’ 48 paintings use one single technique and color palette while 
Angeloni’s mixed media works come as a cross between art and 

everyday utensils. More importantly, the artists seem to intend for 
the dialogue between their works and the audience to be incomplete 
and awkward through his use of deconstruction, pushing the audience 
away and urging them to pause and question. 

However, even as Mills sees all things as integrated while Angeloni 
views them as small, separate parts, it seems that Angeloni has his 
own answer that is not so different from Mills’ belief. In Fear (2010), 
Angeloni has a metal plate perforated into the word “Fear,” which is 
placed alongside posters with the same word printed on them. Written 
on the other side of the poster is a prose from Krisnamurti describing 
what fear is, and how it can be overcome. This particular work reflects 
Angeloni’s idea and how he is influenced by this Indian sage, most 
notably from his teaching regarding how all emotions—from love and 
fear to desire and envy, from power-lust to a true inner mind revolution, 
from spirituality to the disastrous consequences of human ambition— 
are correlated. (Cited from the exhibition catalogue of “A Brief View of 
Everything”) 
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“I am not expecting anybody out there to moke this world 
better for me, for us all,” said Angeloni. “The revolution I am 
talking about is not that which occurs in the Houses of legisla¬ 
tors or the Parliament, or in the streets by mass demonstrations, 
or during fights, wars, or in short, in the actions performed by 
humans in the outside world. Rather, the only revolution that 
I understand as potentially being able to create a truly radical 
change is the revolution inside: an inner reconsideration of the 
way one observes oneself and life and honestly sees the rotten 
and corrupting forces in it. Hence, the birth of a sincere and in¬ 
evitable process of wanting to change it. ” 



(Cited from the exhibition catalogue of “A Brief View of Everything”) 

“When the word ‘God’ is used in the titles of my paintings it does not refer 
to the orthodox Christian notion of an external, all-poweful, judgmental being. It 
refers more to something beyond good and evil, something internal and external, both 
transcendent and imminent, something that American philosopher Ken Wilber de¬ 
scribes, in his book ‘The Integral Vision’, as: ‘a ground of all being; a universal con¬ 
sciousness; a pure, infinite, transcendental, selfless Self; beyond any conceptu¬ 
alizations at all, but as simple and obvious as the person who is reading this...’” 

(Cited from the exhibition catalogue of ‘’A Brief View of Everything”) 


Franco Angeloni 

The Total Understanding of the Puzzling 
Disappearance of Dry Matter 
500 A4 sheets of white paper cut in one 
Conner 41 x 10 x 23 cm, 2010 

Device to Enable Myopic People To 
Capture Mr/Mrs Ambition From A Closer 
Distance 

Binoculars/Neon sign hidden with a mes¬ 
sage in the city lanscape. Size within 4 
Km of your position, 2010 
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Slow Down 
Short film, 2010 
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Another World 
Mixed medio, 2007 


(emfhain marm qtsw \.m Imaw aananmflvm'HB'a TAN NETWORK, TRUE Vision 78) 
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Slow Down 
Short film, 2010 
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Subconsciouscape 
Interactive installation, 2009 

The work questioned whether we can truly trust what we con¬ 
sume from various media in society. In the same way, the audience 
could never truly see what was going on inside the wooden box, be¬ 
cause all they saw was images on the screen, which was “controlled”. 

“It’s the same as when you surf for information using a remote control. 

We have the Internet that opens us to information but well, what 
would happen if all of it is but a result of a conspiracy theory with 
someone fabricating incidents for us to mistake as reality?” said the 
artist. (Cited from part of the program ‘Art de Siam,’ broadcast on TAN 
NETWORK, TRUE Vision 78) 

Two years after “Subconsciouscape”, Noraset staged another solo 
exhibition. “Slow Down” does not only feature a new short film with 
the same name, but also showcases his old works ranging from Another 
World (2007), for which he captures footage of audience walking in a blue- 
screen room. The images would be superimposed on another image of 
the setting he has created beforehand—that of a war-ridden ruinous 
location. The image of people walking in the blue-screen room will 
subsequently be shown as images of them walking in war-ravaged ruins. 


In 2009, Noraset Vaisayakul showcased his work as part of the ex¬ 
hibition “Subconciouscape” at Gallery VER. The work was comprised 
of a robot in the shape of a remote-controlled car placed in a closed 
wooden box the inside of which is decorated to resemble a dream- 
scape. The audience was invited to use the remote control to navigate 
the car while enjoying the images of what was going on inside the box 
broadcast from a video camera and projected onto a white screen. 



“Before I created this work, I had an opportunity to talk to some people from the 
civil war-ridden Eastern Europe, which reminded me that perhaps the Thai society 
has been too idle. We spend our days idly—teenagers strolling around Siam Square 
consuming resources while politicians make money from deforestation, as if these re¬ 
sources would never be used up. I want to create a backdrop that has never occurred 
in our country to question the audience how they feel if they were forced to plunge into 
that kind of situation, ” he said, unknowing that his imagined backdrop would one day 
become the reality of the country. 


(Cited from part of the program Art de Siam, broadcast on TAN NETWORK, TRUE Vision 78) 
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Subconsciouscape 
Interactive installation, 2009 


For this “Slow Down” exhibition, Noraset also reworks “Subconscious- 
cape”, adding some extra components in another box and a small key¬ 
board with which you can play music. The keyboard is programmed that 
if the Flappy Birthday song or the National Anthem, both of which revolve 
around “life”,isplayed,theimagesonthescreenwillchangecontinuously. 

Both works apparently reflect the artist’s artistic character: the use 
of mixed multimedia generated by engineering technology, the con¬ 
struction of an imaginary world, and the invitation to let the audience 
participate in the works. Flowever, it is how he deals with viewpoints 
that matters more—Noraset forces the audience to change their view¬ 
points from looking at things from their own perspective to looking 
back to themselves from the other side—as seen in the way they 
would see themselves walking among the ruins, or seeing the journey 
from the perspective of the remote-controlled car that drives on a 
lonely, seemingly endless route. That one is capable of looking from 
a perspective outside of oneself is akin to meditation, when the mind 
leaves the body and is able to look back at the self thoroughly and fair¬ 
ly. Therefore, we can see something we have never seen or have never 
been able to. (Cited from the exhibition catalogue of “Slow Down”) 

Noraset’s view of the world is what he has derived during his 
two-year residency in the Netherlands and the idea has consistently 
appeared in his work since 2004, as exemplified in the aforementioned 
works. Besides, his experimental film “Slow Down” shows how he de¬ 
velops such idea to another level. 

The film is a collage of several images, which the artist describes 
as a means to use images to convey particular feelings, such as lone¬ 
liness and sadness. With these images constantly changing, the film 
basically has no plot, but instead gives off a dreamlike feeling, as if the 
artist were inviting the audience to sink into his own consciousness. 

Flowever, it is not unlikely for the audience to imagine some char¬ 
acters to be themselves, or interpret them according to their own per¬ 
sonal experiences—this scenario reflects an attachment to one’s own 
ego and in turns reaffirms the artist’s idea about self developed from 
the concept of self-introspection. 




Subconsciouscape 
Interactive installation, 2009 
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Survival Techniques 

Narratives of Resistance 


Curator: Davide Quadrio 

Artists: Zhang Peili, Shen Shaomin, Rainer Ganahl, Yang Zhenzhong & Artur Zmijewski 

February 26 - March 26, 2011 


I hate you Marx ! 
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d 

1114 011,{l < ul0ni00 O 10qj < n0^ll001 6 lm < W141 l 1 30ds?niJ1im9l4W3lAl4nild|]™ 
M 1114^0lJ^01011 < ni,{l < Ul,l < U < UyilM0 !,{Jl401^1,l,0^lHl, < W14010^Vll001410(?1 
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Iw Lmvm^iJwvii^Ln^mlmnM Lilwwhim^v mmziihj 

V v 

mjmwmmdfztvulmiiluwi.muazmmmi'iiJmlvilm” 


(t^amminflamru Take a Seat wmi/foa numiifu HeruB iinueioemi iflaiim) 
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IdaaasiiJii Zhang Peili, 

Shen Shaomin, Rainer Ganahl, Yang Zhenzhong lias Artur Zmijewski 
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^a^aadmiaasviai! ma^asl^m1a^iiinyi^vi3j^i , il < un £ 3san^iasyia < una < u 
3jnff^i]ajv(i^m^5 < ul < uiJ‘3sm^a^^ < uia^iian wiiijnff^niH'um'afuuiJwa^i'u 
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l^naiJ^i^iih^i?lwioai4iiasWdiHayiS < iAiayii^im < w|naiiasn^j < u5‘3‘3iJ 6 oa^ 
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6 aialiJiia < uala < u < u^na^^inaM < unfala < iJ^i 6 tnaaS < u Iaai 6 tnlai?tyaauyi < u 
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m Zmijewski w^mi'nitJ'uma^wai^n/jiiaswa^irianiiarL'uiaia^aiJa^fl 
nlatmia a s n a u a a‘u fnu iih u i id a a m unJ a a a a i v, n1a old a •ulaJ in ala a'i a n t ayh 
mwvflaaayia'u^i'uaiiAitia^naua'u^] aimiaaaniiaa^niaiia^ama^ idu nau 
< uniaaa < ulvfaaan'3sai < waa < ud‘3sa 6 tia^ < uaaaiyiaarilmilaaarimaaa < u! /< uyin 

v s 

an nauiaia 6 ij < u 6 ijialdiia < uaiflaaia3a < u o iiain'3sai < i!j'maaf^ , 0iil < uatyan < wri 
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aj ( ^ 
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■u 

< iAiaa^aaiui{l < uldlal < um'3aiaaadiiaun < u 6 l < ua^a3Jiisvia l i^wa < uaina l i^ifla 6 aia 

<u SJ ■u 

a^j'us^u mmi uasanimfla laadi^iaauaaj 

mamiirf^ihaM'u ‘Them’ (2007) aasmiiaa4m < w < ua^m'3aaama 

1 u *u 

aai3jifla 6 jja^uwa , 0 < ui 6 tnjti < uanaaa uasii'unS^aHiiri'uaiiiuinS'uldaniflam 

1 u 

la^iJiaaaIaaiiaanviS^? < u , 0iviaal < uCyiiiiiani'3 mm ‘I will die’ (2000- 
2007) laa Yang Zhenzhong 

wa^i < u? < ufi 6 oa^ Yang aauaa^iiJ'uaf^ii'anl'u nB^i iC)EJTii<nid a?-^^ dfe 
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aaai‘iAiiiJ < uai < iAi 6 tia^wa < uaind'3Siyiaai^ 6 i audisivia < 3aal < uaai < iAiiiaaaau 

*u 1 *u 
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aildanasiil‘ua‘uiflauiaasl'3 annaSa'u flaaiwaaaaiuiflaid'ub < nna < unaa < u 
m'ui^iwiu'ulandma^asainldl'u^aa 
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14a nai n ifia vn ^ id ala maHw^3jla ilauf in aa n ud oj vn ila ^ aa13J ua n 

“U <U OJ 

aa^n < uyn^ifla 6 aaa aajusaaaj aaam uasaaauaauaa “Survival Techniques: 
Narratives of Resistance” mSaaamjaaijlaaa'daalaaaaaaaimM'u 

*u 

CynaanaadSumaa'a'uiia^aaadaHwuiiaa^Wiaaal'unaafuijajaa'a^flainS 

v 

animisa'ina'aaaaaidlaulanunaadaaaamiialaiiasiiniltyvnaaasjiiaiia^d 
a^ifitiaa^fcasiaaainti iiali4anyia^ < wS^3J < unaaa < uyia^n < uaniia!siia^aa 
iiaaSiaaia^daaaaaaaiiaaaiaaQulaiia^maMaaiiasmaaaaaa uasniianu 
aniiaisiia^a^aiiaalvfdliiilaaii'udwa'uldSiaaaiviaaHriiiila^aaaaiin daa 

s s v 1 *u 

< uannaauflaadasa°aa < uiia^i 6 jjaana l ald wa^mflaunud Quadrio landaalala 
aaa^iaauauaa 


maim 

QulufannvffafflQUMaxmmdwimh m^SmwiLilm^m^nmmiJ^ni^ 
Mmiiienjfouaxmttwmimfinnfi ulMni^mmvm^nin^^^i^vLmavnidil 

9 a/ i ii 

i a/ /^a «/Co#/ «'«(«/ 6) 2/c* c£i *=J ^a 

fiMruffwii umviffmiJviviJilttswniJsumfliiiilnavfl ivmimvivimiM lwqu 

9 

LvunittiMW/mui ” 


(ai'30'3ain3a'U^ , 3 “Survival Techniques: Narratives of Resistance”) 


Shen Shoomin 
I om Chinese 
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Zhang Peili 

Happiness or Failure 

Video. Duration 6 minutes, 2006 


The political conflicts that heralded a series of unrests in Thailand 
in the past several years may be a new unwelcomed occurrence in 
the country. However, amid the intense conflicts, there is a glimpse 
of good deeds. As the conflict reached its height in the mass riot in 
2010, we witnessed organizations and various social groups stepping 
out in the hope to reconcile the division, and art movements could 
be counted as one of those good initiatives. Looking at them from this 
perspective, the conflicts allowed people in Thailand to learn about 
the problems and express the creative power in the hope to solve and 
overcome them. 

“Survival Techniques: narratives of resistance” is another art ac¬ 
tivity that allows the Thai audience to learn from the conflicts. This 
has been the intention of Davide Quadrio, Italian Sinologist and art 
historian when he was first approached to curate this show. Although 
the idea is inspired by the conflicts, “Survival Techniques: narrative of 
resistance” hardly touches those local conflicts directly and superficially. 
The curator selects video art that deals with subject matters of other 
countries, as well as those that teeter on the line that separates real¬ 
ity from fiction. Through this strategy, Quadrio sees what is going on 
in Thailand as a universal problem shared by other countries all over 
the world. 

“[The exhibition] reflects the experiences I have gained all 
through the past three years I resided in Thailand. When I was approached, 

I considered it an important opportunity to show that artists can be 
a catalyst of revolution. Art can convey a universal message. It can 
reflect the past and the future and what it talks about is never spe¬ 
cifically about what’s going on now, or what the artist wants you 
to see, and what’s ending just now. That’s part of the reason why 
I invited artists from several countries to show their work—to dem¬ 
onstrate this multi-layered communication. A good artist doesn’t just 
talk about the current problem so the exhibited works reflect sev¬ 
eral angles from several places and time all through the past ten 


“The exhibited works are a little abstract for Thai people, but they talk 
about problems that can occur anywhere. They don’t demonstrate such clarity 
because I don’t want to emphasize on any particular aspect or force any idea 
into the head of anyone. ” 


(An excerpt from Take a Seat column, by Kanokwan Maison, from Daybed magazine,) 
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International artists invited to participate are those renowned for 
their progressive vision, such as Zhang Peili, Shen Shaomin, Rainer Ga- 
nahl, Yang Zhenzhong, and Artur Zmijewski. Aside from being able to 
learn about problems that arise from nationalism, ethnic diversity, and 
power that are reflected through this personal space inside the na¬ 
tional, cultural, and social context of each artist’s country, before using 
it as a reflection of the very problem in this country, the audience will 
also have an opportunity to enjoy the artistic value of the exhibited 
works, some of which have been shown in international art showcases 
such as the Venice Biennale and dOCUMENTA. 

Known as the father of China’s video art, Zhang Peili is on the pro¬ 
gressive side of the Chinese art scene. Growing up during the critical 
time of the Cultural Revolution and its aftermath, Zhang’s art revolves 
around political satire, albeit with non-violent narrative and visual pres¬ 
entation. The work he shows in this exhibition, Happiness (2006), in¬ 
cludes projecting images onto two screens, one on the left and the 
other on the right. The right screen shows footage of a Chinese military 
man whose every word, be it important or mundane, sensible or ut¬ 
terly nonsense, or even things that convey bad intent, would be met 
with welcoming applause from people who are captured on the left 
screen. This ridiculous scenario reflects the socio-political climate of 
the Chinese society that dictates that whatever comes from the mouth 
of the leaders, be it national or local, would be deemed righteous and 
indisputable. 

Two other works that revolve around China is I am Chinese (2006- 
2008) a video art by Shen Shaomin and I Hate Marx (2010) by Rainer 
Ganahl. The first video is about a group of ethnic Russian migrants who 
migrated to the Northeastern region of China during the time of Stalin, 
presented in combination with some visuals that reflect their miseries 
and hardships. I Hate Marx revolves around the story of one fictionalized 
Karl Marx who was reborn a Chinese and transforms China into the 
world’s economic and cultural superpower, with Chinese being the 


universal language and Chinese food, products, and ideology are 
adopted worldwide. The video shows a Western woman in red coat 
who is scolding the Karl Marx monument in perfect Chinese, shouting 
out her discontentment of him as the reason the Chinese culture has 
conquered the world, forcing her to speak Chinese, eat Chinese food, 
use products from China, and work in a Chinese company, for example. 
On the fagade of funny jokes, I Hate Marx reveals Ganahl’s sarcastic 
note on the fears that the world’s current superpowers have regarding 
the growth of China at present. 

In all the showcased work, Them (2007) seems to be the one that 
is most applicable to the conflict in the Thai society. This video art by 
Polish artist Artur Zmijewski records what happened in the workshop 
he organized with participating representatives from four social groups 
with different social, religious, and political beliefs, namely someone 
from the nationalist Wszechpolska (All-Polish Youth), elderly ladies who 
are devout Catholic, the Jewish-Polish youth and leftist political activ¬ 
ists. Each group was asked to create a work. The Catholic women group 
drew a picture of a church. The Polish nationalist drew an image of 
Szczerbiec. The Jewish Polish youth wrote the word Poland in Hebrew 
while the political activists wrote the word Freedom. As moderator 
and observer, Zmijewski allowed each group to change whatever they 
are not satisfied with by adding or erasing anything they do not like in 
others’ work. The political activists cut off the part that is the door of 
the Catholic church to reflect that it should welcome everyone. The 
Polish Jews use rainbow adhesive tape—a symbol of homosexuality— 
and stick it on the sword. The nationalist All-Polish Youth sprayed the 
word Poland in their own language above the word Poland in Hebrew. 
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The process of tampering with works of others went on for several 
days in the workshop. At times, it felt like an attempt to find a space for 
different groups to coexist while at times, it felt like a fight to get what 
they want and eliminate what they do not. The incident progressed to 
the point when violence such as destroying and burning of the works 
took place—which is where Zmijewski ended his record. What the au¬ 
dience learned from seeing this unscripted footages is a sharp message 
about a possibility of coexistence among people of different ethnic 
backgrounds, cultures, religions and beliefs. The occurrences in Them 
(2007) also reflect how ridiculous men’s fight for their beliefs can be. 
The idea is even more pronounced in another video art I will die (2000- 
2007) by Yang Zhenzhong, which is also on show at the exhibition. 

This work was first shown at the 52nd Venice Biennale during 
which the artist projected the images onto 10 screens simultaneously. 
Each screen shows images of people from ten different countries, all 
doing their own daily chores while turning to the camera to utter the 
word “I shall die” in their own language. For Survival Techniques: nar¬ 
ratives of resistance, the scale is reduced to one single screen but the 
message the artist aims to convey remain complete—no matter what 
one’s ethnic background, whether he/she is rich or poor, or what ide¬ 
als they adhere to, he/she comes into this world in order to perish in 
the end. 

Apart from the idea of conflicts arising from national cultural, 
religious, and ideological differences, Survival Techniques: narratives of 
resistance forces the audience to sit and spend time with the show¬ 
cased video, some of which could be quite long, and the experience 
can be compared to the process of trying to understand the prob¬ 
lems, which requires a great deal of time. Interestingly, this is contradic¬ 
tory considering the nature of multimedia itself, which is based on fast 
technology and communication, as well as the notion that the require¬ 
ment for time is not something relevant to this current society where 
people could spare very little time for anything beyond their daily 
responsibility. It is just as Quadrio wrote in the exhibition catalogue: 


“We ore no longer used to spending time ond concentrotingfor long: we live 
in the reolm of quickly digested imoge ond informotion, but there is o revolution¬ 
ary need for rediscovering attention ond dedication. It is not about consuming 
another exhibition as a social event. Instead ' it is a very intimate experience the 
one proposed here. It is a time of pause, almost a praying time, I would say. ” 


(Cited from the exhibition catalogue of “Survival Techniques: narratives of resistance”) 
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Rainer Ganahl 
I Hate Marx 
Video , 2010 


Zhang Peili 

Happiness or Failure 

Video. Duration 6 minutes, 2006 
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Return to Intimacy 


Curator: Jeong-ok Jeon 

April 5 - May 14, 2011 
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paper/ Patoong Fabric collage 
74 x 110 cm, 2011 
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1 ^1^ a 1 ^0ll 14 W ?i51 ^ ?155 0 ^ U1 ^ 0 51 a 1 0 1,{| 141,1a 1 miAl 1 ^ ^11014^ 0 ^ £1 tfia vn uu u 

u 

0ai4i,liJ 6 d l i0V(5ai,0tn 6 5 , ai0ui,5ai5iiyiii00i0jqji040i34 6 ui4UV(5aSai34 < 0l00 
00lJ^l]00lTl4Sl0ll40 O 1V(51J00lJ^ , 0£l0040 l 1 0l3jl0Vf3J1B0113411W01114010llfla 
uai?i34iijaad34 JeOn Art Booth wa£0aTJi5mimvmii 0^1151001000401 
u ,0 00111,0 I 11110510111134 ^00i,uil0l?iiia0ii3J , 0^i0i,ui0ai0i50a0i50iliJ 

adii05ij0ii4 fkltlniiii 0aiJiyiiv(3J0l0l^0ii3405il0ii0^?0000ii0i0ii,ai 
000150100l0H01Wlj34l0adl11,5011103J10100 

V s 
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\,m ^nmi 6 ^ mnen 
w^nmnlfoS mtlumi/^a^uijimln^ uwvffl^yii^^ie'ul^e^iJ'a^m^'u 

fi^i^iJ' 3 ^yi < u 6 l 0 6 ti 0 ^i, 50 ^£l(?i 0 ?f 0 i < u^i,m^ , u ^nyamia^ Young-ai Kim was 
Sabina Kim viKfl0ntr 1 lCJ uefaianmffikfffyi51 miwa™ mi mil dou^iiml 

w <, u 

liruvm 6 ^ In-Suk Park u,ns Sunny Park vimiwnwn^fvu weufiawni^atHnu 
nunttfnniumm 6 ^ “imjvm” V1I0 I'Ufnwmivt^i ‘Dao 61 )’ mirniu 
mn 0 i,fl 00 mjlmi “fmajra” lliam^uim/h) Ifl 0 lu^a!£W 0 iwoimj 0 ^ ln- 
Suk Park i,{liii^yii^^^n^£i 0 liJ^ 00 Viaj 0 nvi < uimfl 0 < un < uni' 3 ^ < uyii^ 0 m^ 
^Ni,{l^i 5 0i^0^0i0V(mf0i0^i 5 00^i00n < um^rii‘3d0 < ul^ < iji^ imjvmivmaal'a 

V V 1 

mtlu^imSuflnnn^ 6 ^ Sunny Park nl^lfeiw| 3 nti 0 m^ < n‘ 3 nnu^ni^ 

Hv, 


uan^'inmi rn‘3^^0il < ui 5 00nv(3 < U0 < uil0^'3n0in < iJ'3^?i < urmdi 5 i0^fni^ 
f3n < 3win‘3^mjl0 < iAnni 5 6 tndi0yi0^00nwil < u^i < u^0 < iJ^00 l i^0?ii^ nff^nnu 

<u 

d>i a/ *=$ <u VI a/<=a a/ ^ 

n0i0m < un'3^ < un < um‘3^ < uvnu0^u?i^^00n0^^n^ < uu0^ < iAnni 6 tnL^0n^n0 l^sj 

m\,\,® tladi0 s ] 

m ‘Minhwa’ Vila 0fl0n00umiJiu^mivm mn Kyung-Ae Koo, Tae- 
Soon Jeong uas Young-Hwa Lee iiin'LmsiPi^^awsn™ 

ila^a^nSfwuei^a^nm Htu Ae-Ja Chun nth Minhwa anwgmwsiTU 
L 6 3 , inuml0^L'uuj0^^0^1yi0 i,{l < uni'3U?i^^fi0i3J < iJ'3i'30 < ui 6 fj0^^0tJ < u^fe^m'3 

ibsilmfla^fMuawinTSSJTJa'a Jarret Min Davis uas Gi-ok Jeon m 
Sfi0irfiJ 6 B0 < uwirin0il < iJ < u < uifl0^0tl < ul^m0iwin00n < u0i?i0n < 0'u5 6 t)0^ni'3i 3 {l < u 
6 anmivi^0i^000l t u(?ii'3i,i ) i?i < u Ifla'luweNTUTja* Davis uu mllmflfi'Ma'a 

v 

In 10 ^ Sij00yii^n0i^^in3fn < wri^0^i?ii0iri?i0iil^0ri'3‘33JU < u < u < iJ‘3^m&0^ 

*u 


mivtmm^ri0^ , 3 < u0in?i0ii]^0ri'3 £ 33Jim < u^^0 < u^n ^iu < u^ii^ 6 tj0^i, 6 tn0^ < iJ^^ < u 
^00m1a^iJ^^ < u 6 ti0W00^1n < uyi0^0 < u ua^S'unvt'ui^iiuiJamJii^rai^aul'u 

2/ v 

fnvilna ?m Gi-ok Jeon W?ifi^?i0000i^0n?n0i?0?n0lyi0-miv(0 6 ti0^i,50 

aj 

?(03jl?iwi^u < u < ulyi0U0^00 6 l < u0l0i < u0^ l i^ ff ] ^0n0inTliinM 6 dm0^uHa(?i0n < i!j'rf 
Imla^flaTOmuu ^w0'3i\4i,i,0n^W0iSn0iJyi0'3rid0'300i0 < iJi < u 6 U0'3 nqvmn 
mna^aiuuvmn vitJnflanH^liJ n0^ii?i^^^^0^ < u 6 ti0^i 5 50l < u00i0i 5 {l < uwv(fl^ w 

S <U ^ <U 

^u0 < ui < uu0^Hn o im^fl0i?iti0^i,500ri^00 

<u 


Iwnnmwu 6 ^ Gi-ok Jeon ni000^3^^^0^t! 6 O0^3J < u < i!j'0i 3 iJ < u3^?ii3J^ 
^vifimnnu U0^iji4myii^ni00 < uv(i^0^ < u 6 ti0^i50nvi3ji0^rii0^ < uyii^m < u 
m00iJ0^?i < um0rf < ui^00iA < ufl0(?i (eraawn uviaijfiTUCU Gi-ok Jeon \m Steven 
Pettifor w™i/Jlm3fl0?m Bangkok 101 atimflaunu^iwue vi.fl. bc^cTcr) 
^Tli4Viinvi < ui^vifl^ 6 jj0^^0 < iJ^00ni0H£i < u0 < uvii0(?i0n < i!j'uI 6 O0^w?ifi^?i000ii00 
nfuJti fam u0^0^^vtf < u^0iJ < uiJi0miv(0lfe < u , u 00 ^^ 1001 , 1,00000010 
null) ^utsallindinlnluijyinniiJU^at^'uS'un'i 


^md^u^^mNnmnvaoi^imoiuiJij uazflailwcii&mmiiLi 

V , 

HuuazqMuini?duwiiiVQ*w?nwiNwiiivwadzhvWmwvi 
Lmm^ind^^vni^nflmwil^^my mlxizriiiiJtindiiMiifonvaj 
flfivzejvuanimmanvawiizflvniiinj umwimimm Lmu ttiim uu 

v , v 

idwzifluurwvWmftfiJmrmjlm'muazniiluvuriiiwysjmiJt: 

d « / «(« ay Co/ d of « ol d CoW 2^ o « «p 

imflavzuazmmamiiJnuLvumJMviiwmmmiinMmmm” 


(u\Jf)Uf)sci0^{ 5 m3J0imjyif 5 muI^!J Gi-ok Jeon) 
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Jorrett Min Davis 
Surveyland 

Oil and charcoal on linen 
20x28 inch, 2007 


Jarrett Min Davis 
Winter 

Oil and charcoal on linen 
45 x 50 inch , 2008 



129 


























Krisoyo Luenganantakul 
Mom and I 


"Art cannot be separated from life so the roles I play in 
every situation and every moment such as a mother , wife, and 
woman all inform my work. ” 


(From an interview with Gi-ok Jeon by Steven Pettifor, published in Bangkok 101, 
February 2012) 


Nothing better explains the reason behind Gi-ok Jeon’s creative 
process and artistic identity than her above quotation, which also befits 
the introduction for “Return to Intimacy”, an exhibition organized by 
JeOn Art Booth, a small art community she has founded. 


Sabina kim 
Abstract 1&2 

Coloring on Korean fans 27 x 40 cm, 2010 


A South Korean artist with an MFA from Central Academy of Fine 
Arts in Beijing, Gi-ok Jeon relocated to Bangkok after marrying a Thai 
man. Despite her interest in Oriental brush painting, this never prevents 
her from furthering her study of various artistic media that could be com¬ 
bined into her work. She founded JeOn Art Booth in 2001 to serve as a 
small art community for members, whether they are Korean expats or 
Thais, to exchange their knowledge of brush painting and production 
of art using various other media together. 


Flowers 1&2 

Coloring on Korean fans 27 x 40 cm, 2010 



JeOn Art Booth had in the past staged three annual group shows. 
In this forth showcase, also marking the 10th anniversary of the group, 
Gi-ok Jeon led the 12 members and 8 more guest artists to stage an 
art exhibition at The Art Center, Chulalongkorn University. Her sister, 
Jeong-ok Jeon, acts as curator. 

Each work showcased in “Return to Intimacy” revolves around the 
life of each artist, be it their childhood memory, imaginary landscapes, 
cultural and traditional identity, or impression of nature, all presented 
using various mediums, from painting to printmaking and ceramics. 

Although most are personal works that reflect the artists’ very 
own stories, at times conceptual or spiritual, and at times conventional 
to the standard aesthetic value defined by the present art world, this 
does not mean that there is not much to see in JeOn Art Booth’s 
exhibition. On the contrary, the artists have fused into their works the 
message they want to convey and more importantly, the honesty and 
sincerity of their works can reach the heart of the audience in the most 
delicate manner. 
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An example can be seen in the painting of Suchada Tunlayaporn- 
choti, which reveals the image of a small village in Southern China. 
Suchada painted this image from her own memory, using light and 
shadow to reflect her impression of this location. Young-ai Kim and 
Sabina Kim’s works use lotus as a symbol of faith in Buddhism while 
In-Suk Park’s and Sunny Park’s work, despite the differences, could 
be viewed together to give a collective meaning of a pun of the word 
“route” (Dao (ill)) in Korean, which can also mean “truth.” As In-Suk 
Park’s painting of obscured, fog-covered route resembles the life that 
is so clouded that there is no clear view of the future, Sunny Park’s sur¬ 
real route made of embroidery gives of the feeling of a dreamlike life. 

Besides, the fact that the artists chose to create work out of their 
own experiences and feelings with freedom turns out to be a valuable 
self-discovery and self-expression process. An example is the use of art 
and culture they are familiar with, such as Minhwa—a local painting 
style which in here was employed by Kyoung-Ae Koo, Tae-Soon Jeong, 
and Young-Hwa Lee in their own work, reflecting along the way their 
ethnic identity. Another artist, Ae-Ja Chun, combines Mingwa with Thai¬ 
land’s five-color ceramics, which reflects the artist’s desire to connect 
the two cultures. 

Other artists such as Jarret Min Davis and Gi-ok Jeon explore 
this issue of ethnic identity and different cultures with complexity by 
questioning the identity of a Korean living abroad in their own paint¬ 
ing. Davis produces a painting of himself standing amid ruins of tra¬ 
ditional Korean architecture and Western stones, his head adorned 
with an American Indian headpiece with an appearance of a peculiar¬ 
looking bird. Gi-ok Jeon created a picture of her Thai-Korean daugh¬ 
ter dressed in Thai sarong, posing in various actions. Ethnic identity 
is not the only issue touched by artists in this group—a box-like ce¬ 
ramic work that resembles a house by Krisaya Luenganatakul re¬ 
flects her femininity and role of women as the homemaker and life 
giver through the use of flowers that are placed inside the ceramic. 

In Gi-ok Jeon’s opinion, contemplating on one’s own identity is com¬ 
mon for all and it is on this route of self-discovery that one will acquire life 
experiences (cited from an interview with Gi-ok Jeon by Steven Pettifor, 
published in Bangkok 101 magazine, February 2012). Therefore, if one role 
of art is being a tool for self-discovery, then art, identity, and life for this 
South Korean artist are all inseparable, just as she stated in her article: 


"Art and life are intimately associated and the artists sub¬ 
limate dream and imagination in their art through everyday ex¬ 
periences. It is not to say that there is an art world which exists 
independently of the world of our experience, but that our expe¬ 
rience of seeing , hearing , and feeling can form the origin of art 
and become a driving force of creation. The beautiful moment 
emerges when art and life become one. ” 



Jitti Jumniamwai 
My Robot 

Mixed techniques, 2010 
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Sacred Ink 


Cedric Arnold 

May 25 - June 25, 2011 



132 


Cedric Arnold l^ < uyn>33jnmiJ I 3smpllyiEJi,flatJ w.fl. texS^s: 
?iiiMiin^ii5ii^wd^^mmv(fiiaaa l i^ < nei 0 iv(f < ufi < ulyiai 5 a^uanria < uv(a^aajfini3J 

Tja^lviavi Arnold ?mlai,{l < uadi^ajina < unfna^ni,iJ < uI^^m‘3^fnJ^‘3^a^ain (H 
i.nailijniiiii'u^nfiiiAiyi^viaj^ cn tl) Tja^mnAa laaanffufl 

iiaon?i^i?|ri^3Jiafiaia < uri^ < ui?i1mri^!afi l§§y Pop Imfeviim was w'amUi 

^ai^^an < ufl‘3aa^nfl /< u^‘u < u(?inyi^3 < u fmajauMfmiHvi Arnold ilajmuvin 
2/ V 

,ni^fei4mdiiIiJ^anaa^liAi^iaaa^u?i^riaa^^a3J 6 ti < ui^lv(d (Large format) 

d 

rnaau'Ufni/'j l^ai^i,llanntin^H^tj^fiali4fiiiAiTlijaaa^ l< u5 < uwi3Jinnn l i 

i/ v 

Ikmi ufi^nm < n°iHfii < iAi < naari3Ji^fiaia^iiri'3‘3^'3 < iJ'3aa^riff < u^S'ii^riia 6 tia^ 

v v 

wmw&flmeiSauwuwTl'u 

gLcT mw wSfl^aamvhawia 

v V v 

fiaifiyiamyiTSflu 0 ! mano^nilina/ii^uei^^a^airinllIa^^^^ni^^W < u < u < nri 

<u 

V 

miim^laiOTa^ Arnold ina^mjnn?lfnmiiSvilwl^via^aa\^a^Li,ri‘5aalfnvi 

<u ^ S 1) 

‘Uringa&jfnaiian uwEwSpnnajSnS^liJ^vijjnvritJ fmmTfa uasfmyvia™ 
^a^aejanTUri'i'a 6 ! uanannmu < niiAiiL?i^i3a^a^fe < u < nn 0 i^ < u1ri‘3‘33j^iail < u^5 

*U 1 V 

^nmimni n^i3Jim3j£i^Hn < ufn^fiia 6 oa^iui^nnS < u rmfeli^tiraenniff 
finnaj 6 ti^iJ‘3^vifl^a 0 ifia^^5n‘3‘33j^ndin3Jil / ?l < u^ < u^via^fi{ja1^ 6 ] 

mmu ^vifiiwiJ3J 6 ainlyia < n^ < ui 5 fian < ui 5 1a^rii'3^riff < u^u?i^^1a^'3i^ 6 tja^ 

s v <\ 

mi nmvi5a , u'i'if 5 nnjj3^ginFi'qjvigi^vi Sacred Ink ’Imhaviaflaamn 
Mmmmfia i,1a^'3nfniiJi,fla 6 l < u3^aa < u 6 l < u^^3jlyia^m(?iS < uainm'3W?i3JW?mi 
^imfeinwvmmmii flnmni/n'imitu frami&ufl uas emBnojanarutm 

S V v v 

(Animism) ufi^nanaa^iinijliJ^^niwiflafniijmyisiUri^fe^m^S^ivruan 

, SJ " 1 

Xvmmiu 


Untitled 1 

Giclee print on mot paper 24 x 24 inch 
Untitled 3 

Giclee print on mat paper 24 x 24 inch 
Untitled 

Giclee print on mat paper 40 x 40 inch 




133 























With his background growing up in the Western culture, it is not sur¬ 
prising that Cedric Arnold would take an interest in the culture and tra¬ 
dition of the East when he traveled to Thailand in 2001—the culture Thai 
people have long taken for granted. One of the Thai cultural aspects that 
interested Arnold greatly, and has even eventually become his long¬ 
term art project (three years of work in total), is the “yantra” tattoo. 

The French-British photographer’s project began from an encoun¬ 
ter with a shipyard worker completely covered in yantra tattoos, an¬ 
other with a young Iggy Pop-like taxi driver, and also with a fierce look¬ 
ing market trader who looked more like a hit man. He began capturing 
their images with Polaroid and large-format cameras out of curiosity. 
While processing the prints, he experimented with a technique that 
rendered scratches on the film and that also accentuated the presence 
of the subjects as if they floated out of the surface. The audience can 
feel the unique character of the subjects while the outcome leaves 
the prints looking as if it were also covered in yantra—itself an art form 
with the human skin as canvas. 

Apart from a series of 45 large-scale black-and-white photographs 
installed in the exhibition space of The Art Center, there are also vid¬ 
eos and sounds demonstrating the yantra tattoo rituals. In a way, it 
reveals Arnold’s own learning of the yantra tattoo, which transcends 
mere observation. The artist traces the origin, beliefs, and meanings of 
each yantra tattoo design while the images and voices of the people 
who recite the mantra during the ceremony add further dimensions to 
the photographs as well as a sacred atmosphere to the exhibition, as 
if such ceremony were being performed right inside the gallery space. 

Finally, for the Thai audience who are familiar with yantra and 
sacred rituals, the most important idea expressed in “Sacred Ink” is 
how such belief in superstition in the Thai society could indeed be a 
result of Buddhist and Hindu beliefs, combined with animism and the 
psychological need to have something to hold on to, that continues 
to play a big role in the society no matter how advanced the material 
progress is. 


Untitled 9-13 

Giclee print on mot paper 24 x 24 inch 
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Passing through the Veil 


Bruce Gundersen 

June 30 - July 23, 2011 



Gold Child 
58 X 104cm,2010 


uviTSflfra (Re-reading Khun Chang 

Khun Phaen) vi^mjmfleynnrmiJ tai.pi. su mm\\ njnu^aj yiQSJ'dmj 

^i^^i4Uw^i0Piu?fPi^^wn^m0?f^yi0 < u 6 lm < w < u^u < un^Piv(0iriv(0i00iriByii < u 
il0^Pi'in0'n^mpi^£lw0n'3^mj3Ji^Pi'iB0wu0^ 6 ti < u < u5ii‘3^u,fi0^ < iJ2 < u^in^00 l i^ 
T, < u^pi3jlyi0i]00 < ij < u Cyi^piniiiPif^^£l^0iJi4m‘in3JU?fPi^w0^i < uyi'i < w3jpi <r vh'u 
Ipi0V(M < u < u < un^0 Bruce Gundersen 

l0lti0^Syi‘3‘3Pim‘3 “Passing through the Veil: Reflections on the Legends 
of Southeast Asia” vimiaeumi cu vt0^0iJnyi0Cyiii‘3Pi < ul < un0ilm00n < u 

ra*] u,#ra vnnqsfienTh “Passing through the Veil” iflmlviTSflfm 
fnpi^00in “^3J3j04voJ 6 o < u^i^^ < ui 5 m < u” tu vi0^ < iim0 < u < iJi t uT,n^ 

mm^vraffadnviBCimiPVu nfl^sUiwfltfn mB^urfCyiiiiPim'aPif'ifilpi^t'U'u 
IdMwa^i'UPiAik 6 ^ Gundersen iil'uran IpiBi,tJ c um £ 3 c iIii,0iWci'n c U0 o i c UQ < ujJin 
^0^^i^^flm0V(im0nnij^wi^^tiiLw < uu0^Cyii < u^ < u < iJi < u0 < u e ] ImbaviPi 
W0m0™^nti00mamlfl m ^^0^ uas The Other Side of the World 
(ibsmpiam) ajniTunumH^EJfvu W0inm'3f < u 6 ij3JW0^i < u0 < u?n0^i3j^ 

w . 2/ Vcg djcai ^ « J !/ w M w (i, 

m^il < upinBPini3J‘3?fnu < u < ui,vt < u00^yi^vtupi < u ?i'm?nviwmj?mi^00£Tuilmi] c u 

■U V V V V 

tbsfmu^nnpta ^0tl < u 6 ainCn00‘!riyii < u , uSpini3J?f < ul00di^i 5 m0l^rf0Cyn < u^ < u 
iji^0^di^mpil < ui0i,fl0^^n < u00rii 5 §04^ ^^i^ilpfndnUni 

„ 6} QJ QJ s' I W ^ <r Ja/ £/ if 2/W 

fiuml^miummjvniim^mwuamiimimiisilmviwm-imvi 
tmldiwmazmfflmvniiiriiyvimBBniJidv'iJmtwflimaiJzu'iiw 
mi*! wmawijazwauism'imMmmmvmelwiiiJmiviifismi 
LaiiiB'mnmwlimai ” 


(emfmmin “Passing through the Veil”) 

“Passing through the Veil” mu?lPi'3HmtJ0'30n^nyais^^uj 6 iJ0'3Wci 
Gundersen AS0 nii^^0d £ iQjjn , u'3^vi'ii^?f0^i'3‘ni,^n^i^vil0^ 

v V 

u,^fTU0dn^3 , u™ l3j l ni0^i{l < u'3 < iJu < uuw0^i < u^0 < iJ^ 6 ii0^i 5 6 ni 5 0^ < npi0i0m‘3W?f^ 

V 

w?fii4^^ni^0^iinii‘33JU0^^0 < iJ^fii < iAim0 niiiw?f3JW?fit4ni4ii^vin l i^Pini3Ji,{l < u‘iniJ 

?(3j0^1pi0inmpiBpifn < iAjdi0^0(?i00l < iAlM3j0 < uvn0u,0^pniwi 3 iJ < u^ < u0 < u^^0 < u0tjl < u 

V V v 

il0^iiQ^t4i^iii)i^3jnin0Q€0^ntJi,l0^m , U05‘3‘3iJ 6 iji^ rawifan'mftan™*!/? 
fiiiAidi0^ndin0^iJtiSi4mlvi3Jot!ri'3^pii < wei o ivif < ufii < iAidi0 S4 < Um'i < u < u0i0 
mndinlp)n'irii'3 < iJ^vi^n < u 6 ii0^?f0^3^^0d^^ 6 3 , i3jn < ul < uw0^i < u 6 iJ0^ Gundersen 

d 

wu o0^u0nn°iiBpiS < u^ui?i l i,fl0i, 6 iJi^3 < ul0i,00n < ti o i^i < u^0 < iJ^^£lm0Viim0n 
nijByii^^i4iJi < u 6 ii0^l0ri^^n < u00riu0n imidtini'avmi'u Muwiflwn 

<u 

^^nt4^n0°ii 5 ?l < u^0^3n < i!iii 5 l0 < ufu0^ < vi o iPini3jml0Pi^Pini3Ji?0 < ni 5 {l < u?fw < u^0^0ri 

<u 

Qme'najviCk u0^1 < u^eiPi^H^3J3J0^ 6 ii0^^ < u^i,{l < u < upiPi0/ii0 < u0nnd3jn^ < u5‘3ii3J 
mJipm3j00fmi 



In Norm’s Woy 
124 x86 cm, 2011 

Pimpa’s Flight 
88 x 85 cm, 2007 

Krong Reap 
101x66 cm, 2006 

Ramsea 

Video. Duration 10.34 minutes, 2007 
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ni£iJiiinii0?i^0ii0W0iii^0^ Gundersen nmflulinvi&ilo'avm 
pmaniim/Ui ^^^^ifli 40 nv(fl^ 0 ^^iJ' 3 ^ri 0 < u < nmfi^i 5 n 0 Ti 5 fi 0 ^n < urii‘ 3 i 5 d < un < u 
fi^i^^um‘3^vt'Ji^?f0^ft^0d^'3^^i3jn < u mmlajilu ^atJ'ul^irm^'uvnua^ 

d 

^^^ndnS < ui,{l < u?f^0l < u0^ U0^^ < yyii^3jimi 5 0i 5 fl0^^ / T < u00rii 5 §04(?m00 l i0 

011 / 11401 , 1 , 0 ^ ijfmmi iiaswAu nwvNsisnflwEjfmu numu 

<U V 1 

vi^^vnnijfu ^0iJ^iIii,0ifiiiAidi0i 3 vt0 l iTl < uwi < iJ'3^ri0 < um^0n < u^0m^Bfi 
34101114114 u0^ifl0i,?f?03 < um'3^ni 5 i^0i^U0T 

1,011 (Dye-jet) ^uiiwnlmj Crepe de Chine Silk 110 s ImdiwiMfoiTBaji/J 
u,uu!km 0 vi (Ink-jet) ^u'un^i^ny 

1,01 Liii0^^t4^niii^tjyii^n0ijl < iJn0 < u3Ji‘3^vin'i^l0ri 6 jj0^m < ui < un < ul0n^niiJ 
0l^0mn0U(?i00^ l^i0m < iAii^rii‘3 < n^0il < ui 5 00ri < n0^00ri^ < uyn^m0 < u < u < nnfn < iAi 

*U , , %f 

mu 0011^001134 numu vi vn vi 3 J^eraufl0 w^ 1 ueitlifimj 

V V V 

lddii^n0iJi 3 ?lt4fiiiAi^0^wi0ini,l0^iiinltiByii < u^ < u < iJi < uu0^^nu^fii < iAiHi?jivifi0 
011 fWQuflii3jmi&vi , iiifl0 

u 

I 5 fl0il0^ 6 ti0^^ni3j^u^'3^vin l i^?i0^3^ < n00 l l < um < u^'3^ 6 5 , i3jn < un0i0i 5 il < u 

*u 

dii^i,ltj^^^lm^rf^^^yi4t4n'3^ < un < urii‘3^ o i^i < uu0^w0^i < u^00n3Ji 6 l < uyii0 
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Portrait of Sang Thong 
95 x 84 cm, 2011 
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Bruce Gundersen was recently part of the exhibition “Re-reading 
Khun Chang Khun Phaen”, staged in mid-2011 at Jim Thompson Art 
Center. The show involved the use of art media with the content re¬ 
lated to Khun Chang Khun Phaen to reflect various ideas generated 
from this classic literature, and the impact it continues to have on the 
values, norms, and practices in the present society. Apart from being 
one of the five artists who participated in this exhibition, Gundersen 
also staged “Passing Through the Veil: Reflections on the Legends of 
Southeast Asia” at The Art Center at Chulalongkorn University around 
the same time. 

In fact, “Passing Through the Veil” can be considered a sequel 
to “Re-reading Khun Chang Khun Phaen” at the nearby gallery—the 
only difference being that “Passing Through the Veil” focuses more on 
Gundersen’s works. The exhibition features a lot of his pieces related 
to Khun Chang Khun Phaen and other folk tales in Southeast Asia, such 
as Sangthong as well as The Other Side of the World (Laos). His interest 
in Southeast Asian folk tales is genuine, as apparent in the fact that the 
audience can truly experience all the rich feelings and surreal beauty 
in his works. 

"I am fascinated with the interplay between the supernatural 
and corporeal worlds filled with characters that are vividly depict¬ 
ed through the arts. My work reflects a contemporary approach 
to an ancient codified language of gesture and storytelling. ” 

(Cited from the exhibition catalogue of “Passing through the Veil”) 


“Passing Through the Veil” also reveals another significant charac¬ 
ter in Gundersen’s works—a coexistence of two opposites, be it the na¬ 
ture of his media, which is a combination of painting and photographic 
art, a mix of contemporary edge in the use of digital photo montage 
technology, and localism seen in these folk stories, most involving 
supernatural beliefs, up to his choice for printing these photos on silk 
instead of photographic paper. Moreover, the clash between the op¬ 
posites in Gundersen’s works actually began since he first decided to 
work on a project related to the Eastern folklores. The artist, hailed 
from the West, was required to study and make an understanding of 
myths and beliefs that belong to a different culture, before using his 
“outsider’s view” to interpret them. 

Gundersen’s creative process is also interesting, and it also serves 
as another component to strengthen the idea of co-existence of op¬ 
posites. Initially, the artist researched and studied information about 
folklores until his ideas are crystallized. Then, he made a storyboard 
from those ideas and traveled to Southeast Asia to take photos of the 
actors, dancers, people, as well as architecture, landscapes, and things. 
The images are put together using photomontage technique, before 
employing photo manipulation technology to achieve a vintage look. 
Some of the finished images were printed using dye-jet technique on 
crepe de chine silk while others were printed using ink-jet on paper. 
The process requires journeys to-and-fro the imaginary and the real 
worlds, most notably in the way the artist chose to travel to the East 
and capture real people, architecture, landscape, and things for use in 
producing stories referenced from folklores with digital photo manipulation 
techniques being used to achieve a “non-real” look. 
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As co-existence of the two opposites is the most obvious issue 
in both the creative process and the finished work, one inevitable 
question regarding Gundersen’s exhibition is how exactly this issue 
is related to his work. Not that the artist would give you a conclu¬ 
sive answer. However, the exhibition leaves enough space for each 
audience to come, interpret, and find answers and meaning on their 
own in the same way the artist uses digital photomontage to en¬ 
hance obscurity, leaving the audience to use their own imagination. 

One way to interpret the work is that we explain the social char¬ 
acter of the Southeast Asia using this coexistence and conflicts of the 
two opposites. The region holds supernatural beliefs, adhering to some 
customs and traditions originated from myths and legends of the past. 
In this, you could say Gundersen discovered and learned of this trait 
through journeying into the folk legends and lifestyles of Southeast 
Asian people he encountered along the way. His discoveries and learn¬ 
ing are keys for the artist in understanding happenings in this Southeast 
Asian region. 

However, no matter in which direction each audience would inter¬ 
pret the exhibition, one thing that cannot be denied is that “Passing 
Through the Veil is another” showcase that interestingly reflects the 
perspective of a Westerner in Southeast Asia countries. 
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Body Borders 


Pinaree Sanpitak 

August 6 - September 2, 2011 
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Flying Cubes (25 unique edition) 
Rattan, cube size 50 x 50 x50 cm, 
wingspan 140 cm, height 60 cm, 
2010-2011 



Flying Cube - Purple 
Acrylic, sand, fabric on canvas 
200 x200 cm, 2011 
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Flying Cubes (25 unique edition) 

Rattan, cube size 50 x 50 x50 cm, 
wingspan 140cm, height 60 cm, 2010-2011 
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In September 2011, Pinaree Sanpitak staged a solo exhibition in 
Thailand after a two-year hiatus. This time, she came back with her 
signature form that has been omnipresent in her work in the past 20 
years—the breast. What makes “Body Borders” different from her pre¬ 
vious exhibitions is the fact that “the breast” does not only take after a 
new “form”, as it had done so many times before from painting, sculp¬ 
ture, candle wax, supple pillow to edible food. Pinaree’s representa¬ 
tion of the breast is “minimized” into a simple geometric form, which 
can even metamorphose further into a “formless” state in the end. 

The aforementioned geometric shape is a “flying cube” inspired 
by the origami art Pinaree received from a restaurant in Tokyo. To her, 
this little piece of paper conveys a lot of meanings, especially the 
wings. It could signify a move away from the same old meaning. She 
learned to fold these flying cubes until she could connect them with 
her own interpretation, leading up to the very first art piece in the 
shape of a “Scarecrow”, woven from rattan and hung in the field as 
part of a charity work she exhibited in the northern province of Chiang Mai. 

For this exhibition, Pinaree created the flying cubes in different 
forms while staging three exhibitions around the same time at three 
art galleries in Bangkok. “Body Borders: Paintings” is a collection of 100 
paintings shown at 100 Tonson Gallery. “Body Borders: Flying Cube” 
consists of sculptural forms made of rattan shown at FI Gallery, while 
“Body Borders: Anything Can Break”, staged at The Art Center, is com¬ 
prised of installation pieces using geometric shapes of cube (made of 
origami) together with “Breast Clouds” (made of blown glass) in organic 
shape. 

The use of painting, sculpture, and installation for “Body Borders” 
reflects the difference of “medium” or “format” the artist has chosen to 


convey the story of the flying cube. Despite the differences, all three 
exhibitions are interconnected, and they form a clear dialogue. In all, 
each exhibition works together in demonstrating the working process 
of the artist while the act of switching between feelings deriving from 
each “format” or “ambiguity” of these overlapped spaces reveals the 
heart of the exhibition “Body Borders,” and also another identity of 
Pinaree’s art. 

Freelance curator Jitti Kasemkitwattana reflected on Pinaree’s 
work saying, “In the exhibition “Vessels and Mounds” in 2001 when 
Pinaree created candle wax in the shape of the breast and installed it 
all over the National Gallery, we the audience experienced it in a simi¬ 
lar way we viewed a landscape painting—a landscape of mountains in 
different heights. This is called a variation of method that creates a po¬ 
etic quality; therefore, experiencing Pinaree’s work cannot be achieved 
by posing a question regarding its conceptual meaning. In order to 
understand her message, the audience needs to use feelings. 

“The overlapping of space in “Body Borders” is another curious 
issue. You could see that in “Body Borders: Paintings,” the body of the 
female is being gradually minimalized while being overlapped with 
another shape. This overlapping resembles stepping into another di¬ 
mension while remaining in the same space. Even the way she painted 
the picture reflects an overlapping of space between the body and the 
surrounding space, as if the part that looks like a human body were 
pushed to go beyond its own limitation. It’s the same with the cube— 
a stable, geometric shape. By giving wings to these cubes, it is implied 
that they now can move from their original meaning in the same way 
Pinaree sees “Body” and “Soul” as no longer two separate entities, 
but instead the same thing that is overlapped in the same space. It’s 


like the feeling when we’re seeing something far more than just what 
we actually look in front our eyes.” 

Jitti’s remark on the overlapping nature of the painting can also be 
applicable to the sculpture Flying Cube. A collaboration between Pina¬ 
ree and Wirat Srivichai, the wickerwork winged cubes can be sat on, giv¬ 
ing the audience a feeling that this is a secured shape while the wings 
imply that they are ready to fly into the sky at any time. For “Body 
Borders: Anything Can Speak”, such contradictory and ambiguous feel¬ 
ings are even more intensified, with the flying cube being reduced to 
its original form—the origami—and hung close to the ceiling of the 
gallery. Amid these flying cubes are blown glasses by Dusit Pankamdej 
in the shape of the breast—both delicate and fragile at the same time. 


Body Borders: Anything Con Break 
Handmade glass, paper, specially 
composed music , motion sensors, sound 
system. Size variable, 2011 
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Body Borders: Anything Con Break 

Handmade glass, paper, specially composed music, 

motion sensors, sound system. Size variable, 2011 



Slower 

Acrylic, pencil on canvas 
190 x 230 cm, 2010 
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Flying Pink Body 
Acrylic, pencil, fabric on 
canvas 130 x 130 cm, 2011 



“Body Borders: Anything Can Break” also reveals an even more 
complex dimension starting from leaving the entire floor of the gal¬ 
lery empty and using the ceiling as an installation space. The floor is 
then separated into 16 sound spaces, each being controlled with a 
movement-detect device. Once the audience moves from one point 
to another, the device automatically turns on corresponding music 
designated for each spot from the music player (music is composed 
by Jeffrey Caiman, Avi Sills, and Amir Efrat, and is controlled by a 
program by Nattavut Luenthaisong, Apinunt Luweera, be>our>friend). 
Dr. Rachaporn Choochuey, architect from all(zone) who collaborated 
with Pinaree for the installation of this project (together with Sorawit 
Klaimark) commented: “Since I started helping Pinaree with installation 
technique and spatial management for this work, the image I had in 
mind is the same as lifting a painting of 10x15 meter up to the ceiling 
where it will be installed. It’s really a huge scale. Normally we could 
feel a lot admiring a 2x3 meter painting but this is much larger, and it’s 
installed above, let alone the accompanying music.” 

In terms of music that would interact with the audience’s move¬ 
ment from one point to another of the gallery, Jitti also added, “I think 
the key issue in ‘Body Borders: Anything Can Break’ is that once every¬ 
thing is up above, it seems that gravity has disappeared. And with the 
music, it intensifies the feeling of floating from one place to another. 
It’s like being in a dream. More importantly, the objects we have in 
this exhibition are made so light they’re almost immaterialized, leaving 
only sound. This is something we have never seen in Pinaree’s work 
before so it feels as if the artist herself were also moving into another 
dimension.” 

Aside from being a major step for Pinaree and her art, “Body Bor¬ 
ders” also marks another milestone in Thai art in terms of staging ex¬ 
hibitions across three galleries around the same time with specialists 
being invited to collaborate with the artist. 


“Having works shown in three galleries simultaneously reflects 
such earnestness of the artist. It shows us the relation of link between 
art spaces in Bangkok—and this is as much a new step as the use of 
team work. In fact, this has happened for a long time in the interna¬ 
tional art scene, but it’s probably new in Thailand and I’m delighted to 
see the art scene starting to commission people from various profes¬ 
sions for collaboration, be it architects, musicians, or designers because 
I believe this is a way for us to expand our potential in the future,” said 
Dr. Prapon Kumjim, director of The Art Center, Chulalongkorn Univer¬ 
sity. “Besides, the exhibition also has the best academic activities our 
gallery has ever had.” 

The aforementioned academic activities include a collaboration 
between Pinaree and Sarah Bond from Trail International School, 
Valerie McCubbin from NIST (The New International School of Thai¬ 
land) and Nambun Namphenbun (story book writer/emcee and pre¬ 
senter of children’s TV program) to moderate a special program by in¬ 
viting students with visual disability to listen to stories and experience 
Pinaree’s “Body Borders: Anything Can Break” by touching with hands 
and listening to the music. By letting visually impaired audiences to ap¬ 
preciate “visual art” through feeling and hearing, the artist has pushed 
for deeper interpretations of her work. 

Most importantly, the fact that the students with visual disability 
can experience visual art through other senses offers a complete con¬ 
clusion of Pinaree’s exhibitions: a move beyond the outer appearance 
into the inner core. This corresponds to the universal truth that the 
“outer body” that you see may not be the reality of what it is. Expe¬ 
riencing something with the eyes, in this case, may not be adequate 
compared to experiencing it with the mind. 
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Shroud 


Jakkai Siributr 

September 15 - October 15, 2011 
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Somdej I 
Amulets, crochet 
fabric on canvas 
90x90 cm, 2011 
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In the context of a Buddhist society, art has a duty to use beauty 
to lead the audience to the deepest dimension of the religious teach¬ 
ings. There is even a saying that a masterpiece can uplift the mind 
towards the ultimate truth—the state of non-self—and being at one 
with nature and the universe (cited from “Art and Buddhism” by Phra 
Paisal Wisalo, published in Post Today, 21 August 2010). Such was the 
origin of “Buddhist Art”—another art genre that Thais have been famil¬ 
iar with for a long time. 

However, Buddhism’s long journey in Thai society saw it being 
blended with beliefs from various faiths that have been practiced in 
Thailand, as well as being fused into the lifestyle of people in various 
aspects, be it in everyday life, in profession, values, and even politics. 
What followed is a distorted interpretation and teachings that are devi¬ 
ant from the original, or that go in the opposite direction of the true 
Buddhist teachings. Such phenomenon leads to a new role of art for 
religion—that is to serve as a medium in questioning and examining 
the myths, beliefs, and traditions practiced by some groups of Bud¬ 
dhists. 

Jakkai Siributr is another artist who has been interested in using art 
as a medium to question Buddhism-related beliefs. As a devout Bud¬ 
dhist, his faith was challenged once he returned home after 12 years 
abroad only to find that there were several changes that made him 
doubt the religion he had been practicing all his life. 


“I always doubt what’s inside the offerings bucket [given 
to monks] and would check it out whenever I passed stores 
that sell those buckets. My favorite temple is Mahabut — 
the temple of Mae Nak Phra Kanong ghost , which is like a 
Disneyland for merit-making. The attraction is the legend of 
Mae Nak, and the best day to visit is the night before the 
fortnightly lottery result is announced because the temple 
will open 24 hours. People would gather around a takian 
tree [where the spirit of Mae Nak is supposed to reside] to 
pray for lucky numbers. Most Thai people, including myself 
have hopes that sacred beings will bring us good luck. ” 

(An excerpt from the article “Shroud” by Jakkai Siributr, “The Veil that Covers the 
Distorted-Beliefs in Buddhism that Exists and Disappears in the Present World”, by 
Piyada Parikamsin, from FINE ART magazine.) 


Realpolitik 
Hand embroidery on 
quilted upholstery 
fabric 

125x127 cm, 2011 


The question that popped up in the mind of Jakkai has become an 
interest and an enthusiasm in observing Thai people’s behavior related 
to Buddhist beliefs. It finally becomes the central idea in his work. Jak¬ 
kai criticizes the relation between Buddhism and materialism that are 
playing a big role in the modern lifestyle of Thai people these days 
via the artistic medium he is most skilled at--embroidery—which he 
executes splendidly. Finally, the ideas, medium, and techniques have 
become his distinctive signature, as we could see from his first solo ex¬ 
hibition “Temple Fair (2008)”, his second solo exhibition “Karma Cash 
& Carry (2010)” at Tyler Rollins Fine Art in New York, and most recently 
in “Shroud (2011)” when all of those ideas and techniques are even 
more polished. 

The exhibition is comprised of several works starting from Tote— 
an installation of plastic tote bags street vendors use to carry their 
goods, sewn into the shape of a shrine. Arranged around the shrine are 
chicken dolls with a zebra head covered in sheer muslin. Those who 
are familiar with the belief of house spirit and the practice of sacrificial 
rites would recognize the relation. Apart from highlighting the idea, the 
artist also allows the audience to feel another key concept concealed 
within this humorous work; while praying, wishing and making sacrifices 
to holy beings is a widespread culture in Thailand, we probably forget 
that the teaching of Lord Buddha always focuses on self-dependency. 

The idea of discrepancy between practiced beliefs and Buddhist 
teachings can also be seen in Mixed Technique of Somdej Series (the 
titled borrowed from the revered monk Somdej Phra Puttajarn (Toh)), 
comprising a set of Buddha amulets wrapped in colorful crochets and 
arranged on a canvas. In Blind Faith’s Series, the artist puts a mili¬ 
tary uniform on three mannequins, each of the military uniforms being 
adorned with hundreds of Buddha amulets and talismans. These two 
works not only remind us of the wrong use of Buddha amulets or Bud¬ 
dha image—from being a reminder of Lord Buddha to being a holy ob¬ 
ject that prevents danger and death. This is contradictory to the Bud¬ 
dhist teaching that birth, aging, illness, and death are universal truth. 
This discrepancy is intensified with the fact that the people wearing 
these holy objects are soldiers, whose career revolves around killing. 
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Tote 

Plastis, cheesecloth, 
plaster figurines, wax 
145 x 130 x 420 cm, 
2011 




Blind Faith I, II, III 
Military uniform, 
Talismans. Each 
160 x 10 x 60 cm, 
2011 
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Apart from animism and superstitious beliefs that are deviant from 
the core of Buddhism we are familiar with through various ceremonies 
in everyday life, Jakkai, in “Shroud,” digs deeper into the issue of su¬ 
perficial practice of Buddhism among certain groups of worshippers, 
which the artist compares to giving importance to outer “skin” instead 
of contemplating on the heart. A good example is the work “Shroud,” 
a large-scale installation which is comprised of hundreds of Buddha im¬ 
ages woven of hemp, hung from the ceiling into a triangle shape—the 
shape that can signify the Threefold Refuge: the Buddha, the Dharma, 
and the Sangha. On the other hand, the triangle shape and the color of 
the hemp may recall the image of pagoda or Buddhist architecture that 
serves as a place of worship for the Buddhists. Whatever the meaning, 
the most important idea in this work is that these knitted Buddha are 
in fact hollow, a reminder of the true nature of these material objects 
people worship. 

“Sometimes, I question why we go to temples. Are we going 
to the temple to worship the monks or the divinities? Nowadays, 
temples have several ceremonies that are not related to Bud¬ 
dhism at all, some dealing with undoing the bad karma, and I 
think this is wrong. They are all just superficial. ” 

(An excerpt from ART: Shroud—What covers, what is concealed and hidden, by 
THATTHERECOM, from Esquire Thailand, October 2011) 


Besides, once the idea of “skin” is used in interpreting two other 
works that tackle the issues of politics, the idea of superficial practice is 
even more pronounced. In Hard Work, the artist uses sheets of discard¬ 
ed napkin to create an embroidery that recounts stories from news¬ 
paper headlines during the 2010 political unrest, while in Campaign 
Promises, Jakkai created embroidery on hemp totes bearing messages 
usually used by politicians as promises during the campaign such as 
“rice for twenty thousands,” “one hundred for a hundred days,” and 
“two hundreds,” for example. Here, we can see the superficiality of 
visiting temples and making merits on a daily basis while deep inside, 
people are filled with hatred and anger, and ready to do everything for 
their own gains no matter how many lies they have to tell. For these 
people, Buddhist teachings are never used as a means to guide their 
daily life. 

Finally, the idea of “skin” and “concealment” that is directly re¬ 
lated to the meaning of “Shroud” can be used to explain the heart 
of this exhibition. Superficially, the audience can mistake the artist for 
being blasphemous while deep down, you can discover the core that 
“Shroud” is not different from Buddhist art at all. Its idea is to encour¬ 
age the audience to be aware of the core of Buddhist teaching. In 
addition, “Shroud” also resembles Buddhist art in a way that, despite 
being created from found objects with cloths, Jakkai’s craftsmanship 
and embroidery are meticulous, reflecting also that to the artist, medi¬ 
tation may not encompass visiting temple but instead can be achieved 
by doing this embroidery that allows him to focus and concentrate. 



Detail of Campaign Promises 
Burlap, fabric, wax. 
Dimensions variable, 2011 


Somdej III 
Amulets, crochet 
fabric on canvas 
90x90 cm, 2011 
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Beyond Perfection 


Chavalit Soemprungsuk 

December 1, 2011 - January 28, 2012 
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Untitled 0667/ Untitled 0876 
Mixed medio 65 x 80 cm, 2010 
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Untitled 0167 
63 x 75 cm, 2011 
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Untitled 0960 
Mixed medio 
65 x 80 cm, 2010 









































































Untitled 0876 

Mixed medio 65 x 80 cm, 2010 
Untitled 0888 

Mixed medio 65 x 75 cm, 2010 
Untitled 0685 

Mixed medio 65 x 80 cm, 2010 
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Untitled 0665 

Mixed medio 65 x 80 cm, 2010 


Untitled 0954 

Mixed medio 65 x 80 cm, 2010 
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Chavalit Soemprungsuk earned his Bachelor’s degree from the Fac¬ 
ulty of Painting, Sculpture, and Graphic Arts from Silpakorn University in 
1961. Fie is also a recipient of the silver and bronze medals from the 
National Exhibition of Arts on various occasions. From the late 1950s to 
the mid-1960s, his works were inspired by nature and “seemed to be 
influenced by the great post-impressionist Dutch painter Vincent Van 
Gogh. His landscape paintings of Phra Nakorn and Thonburi areas are 
impressive both in terms of their technique and composition. Some 
paintings were done from a high angle, which requires supreme sketch¬ 
ing skills and a mastery of perspective” (Cited from an article in the 
exhibition catalogue of “Farewell Exhibition, Chavalit Soemprungsuk,” 
by Kian Yimsiri, 1963). 

After his graduation, Chavalit received a scholarship to further his 
art education at Rijksacademie van Beeldende Kunsten in Amsterdam. 
His art background, acquired during the time he was trained under the 
revered Prof. Silpa Bhirasri, together with his hard work, won him ac¬ 
ceptance in his newfound home (cited from “Chavalit Soemprungsuk 
on the artistic road in a foreign land” by Assoc. Prof. Viboon Leesuwan, 
Sarakadee magazine, issue 118, December 1994). It was in The Nether¬ 
lands that Chavalit slowly developed his artistic identity, which finally 
matured into abstract art—having no shapes, but only colors, lines, 
and space. 

Exploring deeper into the detail, Chavalit’s practice of abstraction 
can be classified as “Non-Objective Art,” the movement pioneered 
by Piet Mondrian and Kasimis Malevich, whose concept is based on 
the idea of modeling forms from natural objects, and using geometric 
shapes and mathematics as the origin. The goal is to create an ideal 
beauty, with purity and simplicity. Despite adopting geometric forms 
like Non-Objective artists, Chavalit’s art is striking with his own indi¬ 
vidual signature, as explained by Assoc. Prof. Ithipol Thangchalok: 


“It is apparent that Chavalit Soemprungsuk’s art is classi¬ 
fied as Non-Objective Art , due to the geometric forms. However , 
his works are rich in concepts and ideas, as well as techniques 
that distinctly reflect his identity. They are simple, a result of the 
underlying concept that aims to curtail unnecessary details—be 
it stories and meanings from the world of objects as a means 
to free himself from the material reality , and reach the real¬ 
ity of painting that lies within his own self. Visual perspective, 
which was traditionally used merely as a form, is used as a me¬ 
dium, story and meaning , with horizontal, vertical, and diagonal 
lines working in unison with colors. They’re independent , orderly , 
clea,r and also exemplary. They convey the creative concept 
and goal with no needs for the artist to explain any further. ” 

(Cited from “The Abstract Art of Chavalit Soemprungsuk” by Assoc. Prof. Ithipol 
Thangchalok) 


Untitled 0920 

Mixed media 65 x 80 cm, 2010 
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Untitled 0935 
Mixed media 
60x 65 cm, 2010 


Untitled 0929 
Mixed media 
60x 65 cm, 2010 






































































































































No matter what genre his work is classified, or defined, the ab¬ 
stract art that seems to have no story related to the human or known 
material worlds has prompted the audience to inquire after “story” 
and “value” of Chavalit’s art. “Beyond Perfection”, an exhibition that 
is comprised of dozens of mixed-media paintings, all of which revolve 
around lines, colors and geometric shapes with striking color combina¬ 
tion and composition, marks another occasion which the audience can 
ponder over the aforementioned question. 

On this note, Assoc. Prof Ithipol commented: “The motive behind 
the birth of this (abstract art) is to express the inner reality, which 
is “Subjective Reality”—in short, a philosophical belief. Its story isn’t 
related to the material world outside, but instead a conceptual and 
emotional content. Remarks like “incomprehensible” imply that those 
who make them have identified the wrong goal in art appreciation from 
the beginning. Even with realistic art, identifying the wrong goal, such 
as merely trying to understand the ‘story,’ could prevent the audi¬ 
ence from appreciating the aesthetic and emotional aspects. Seeing, 
feeling, and accessing conceptual, emotional, and aesthetic values, all 
of which are the main content of visual art, is highly subjective. The 
audience needs to open their eyes, their mind, and their brain to re¬ 
ceive the frequency transmitted from the work through “the visual art 
language,” or simply put, “the visual language.” In other words, the 
audience needs to have the ability to read this “visual language,” and 
this skill is a non-physical skill that cannot be transferred—be it from 
teacher to student, from parents to children, or between siblings. It’s 
something you achieve through viewing more and more works until 
you’re familiar with them.” 

(Cited from “The Abstract Art of Chavalit Soemprungsuk” by Assoc. 
Prof. Ithipol Thangchalok, in^nn...) 

As the creator of the work, Chavalit said, “Art is part of the person 
who creates it,” subsequently conveying that all the emotions and 
feelings are derived from the reality of the mind. One of his works, 
which won an art competition in Ostend, Belgium, clearly illustrates 
the idea. Done following the tragic death of his two-month-old son in 
1980, the painting is monochromatic, reflecting his own restless mind. 


“I didn’t hove any sense of colors left in me ot that time, but 
I still hod to creote ort. So, I creoted whot I felt, ond I sow only 
block ond white bock then... My work wos done in thot scheme 
for obout two yeors until I finolly begon to hondle the reolity. 
The colors come bock ofter thot. However , this doesn ’t meon I 
forgot thot incident. I only occept the reolity thot I hod to live my 
life ond continue to work os on ortist. ” 

(An excerpt from a seminar with Chavalit Soempringsuk, at The Art Center, Chula- 
longkorn University) 

“My work is not at all complicated. It’s simple,” he explained 
(Cited from “Chavalit Soemprungsuk, an artist with free spirit, from 
ASTV Manager Daily, November 19, 2004), adding that when he had 
an inspiration, he would express it as such and there is no particular 
meaning to all the geometric shapes used. “A circle is a circle. A square 
is a square. Nothing complicated,” he said (Cited from a seminar with 
Chavalit Soemprungsuk, at The Art Center, Chulalongkorn University). 
The works exhibited in “Beyond Perfection” were created during the 
past couple of years and all of them reflect how the components are 
being reduced even more—an outcome of the ideas and feeling the 
artist had during the time. 

“I begon to feel thot there’s too much of everything. When 
there’s too much in life, I begin to cut off whot’s in my life. I be¬ 
lieve giving is more importont thon receiving, so I begon to give 
my belongings to others until I wos left with nothing more thon 
some ort pieces nobody wonted. This drostic decline in moteriol 
desire is reflected in my work. I wos hoppy with simple things 
when I worked. Sometimes, I begon with loods of things but then 
I slowly cut off bit by bit ond I think there will be even less next 
yeor, lesser ond lesser, thot’s oil. ” 

(An excerpt from a seminar with Chavalit Soemprungsuk, at The Art Center, Chula¬ 
longkorn University) 
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Untitled 1034 

Mixed medio 60 x 65 cm, 2010 
Untitled 0968 

Mixed medio 65 x 80 cm, 2010 
Untitled 0923 

Mixed medio 65 x 80 cm, 2010 


As Chavalit’s work is abstract art with colored geometric forms 
extracted from his subjective feelings, the audience needs to first of 
all forget the traditional method of art appreciation and an expecta¬ 
tion that they would come to “read” or discover meanings and stories 
in art. The work needs to be explored. It requires the audience to 
concentrate on it in order to get in touch with the aesthetics and the 
feelings, which are subjective to the audience’s interpretation. 

“My work is obstroct, ond it comes from the bottom of my 
heort so you need to feel it with your heort. Looking ot it with 
the eyes is but o possoge. The eosiest woy to oppreciote it is to 
empty your mind, holding onto nothing ot oil. Most people hove 
problems opprecioting pointings becouse they judge it with their 
own toste ond if it doesn’t fit their toste, they just won’t occept 
it. If you’re open to it—if you come to it with nothing in mind, 
then you con eosily understond it. There’s no rule to it. Once 
your mind’s open, you will experience things by instinct ond your 
mind is cleon ond reody to receive onything becouse it’s empty, ” 
he soid. 

(Cited from “Art above all Rules: Chavalit Soemprungsuk” by Penlak Pakdeejaroen, 
from Krungthepturakij, January 24, 2012) 

That some audience may not feel anything or sense any meaning 
even after opening their minds and contemplating on Chavalit’s work 
is not a matter of great importance, either. What is more significant is 
that they have spent time contemplating on the work and liberating 
their minds from the rigor of taste and convention, and this experience 
is valuable in itself, as explained by Hans Dijkhuis: 

“...we find our peoce of mind from most ofChovolit’s works, 
especiolly those creoted recently. Although his works toke ofter 
the Western trodition, which revolves oround the notion of mod¬ 
ernism, with choos, movement, ond intensity being its noture, his 
roots in Eostern religion, culture, ond philosophy ore opporent in 
oil works. His ore not the kinds of works you con view superficiol- 
ly, or with o glonce. They coll for contemplotion ond o peoceful 
mind. This is something so normolfor the Eostern lifestyle, while 
it’s difficult for their Western counterport. ” 

(Cited from the exhibition catalogue of “Art Exhibition by Chavalit Soemprungsuk” at 
Silpa Bhirasri Gallery, 1985, by Hans Dijkhuis) 
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Besides, the key values in Chavalit’s art that must not be over¬ 
shadowed by the notion of “story” or “meaning” is the expertise and 
skill in artistic production of this master. 

“Chavalit is very clever in mastering lines to achieve their 
own kingdom, their own life. Perhaps it’s premeditated and ex¬ 
ecuted by the use of white space and perhaps it’s the use of 
colors that are precisely planned', leaving viewers with this ca¬ 
thartic impression.” (Citedfrom the exhibition catalogue of “Art 
Exhibition by Chavalit Soemprungsuk” at Silpa Bhirasri Gallery 
1985, by Nor na Paknam) 

“Most of Chavalit’s works are abstract art that focuses on 
the composition of geometric shapes, and a harmonious coor¬ 
dination of lines and colors, reflecting his expertise and skill in 
creating abstract work in his own style. Most notable are the silk- 
screen prints, which are outstanding in the composition rhythm 
of the geometric forms through balancing lines and colors. The 
use of colors reflects newly mixed choices, and even with those 
new colors, Chavalit manages to control the structure of them 
while the overall work has a technical perfection just like other 
quality print works. ” 

(Cited from “Chavalit Soemprungsuk on the artistic road in a foreign land” by Assoc. 
Prof. Viboon Leesuwan, Sarakadee magazine, issue 118, December 1994) 

Nowadays, Chavalit lives and works in Amsterdam, the Nether¬ 
lands. His works remain in the abstract genre that very few could truly 
understand. However, Chavalit continues his artistic pursuit while re¬ 
turning to his homeland to stage exhibitions from time to time. 
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Untitled 1081 

Mixed media 60 x 65 cm, 2011 
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The Last Love, almost! 


The Last Love, almost! 

In 2003, the Center of Academic Resources approved 
a plan to turn The Art Center into a 1,140-seat reading 
room. To say farewell, The Art Center organized its final 
exhibition entitled “The Last Love”, on display December 
18-30, 2003. Numerous artists took part in the show and 
expressed their love for this art space for the last time on 
the walls and panels inside the exhibition room. 

Later, the Center of Academic Resources abandoned 
the plan and The Art Center resumed its operation in 
2005. The first exhibition after The Art Center was closed 
for one whole year was “Michael Shaowanasai Greatest 
Hits R.E. 223” by Michael Shaowanasai, on display January 
25-February 28. 


18 December 2003 
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TRl-TOSfl-lLiRRR: 13 vears of The Rrt center 


As the Office of Academic Resources celebrates its 30th anniversary this year and 
has organized an event to promote library and information science, The Art Center sees 
it as a good opportunity to stage a special exhibition to celebrate its own 13 years of 
operation as well. 

Entitled “TRI-TOSA-WARA,” which simply means “the 13th anniversary,” the exhibi¬ 
tion aims to chronicle the history of The Art Center, which was one of the first art insti¬ 
tutes in Thailand to earn international recognition and has showcased many established 
and emerging Thai artists, several of whom went on to win international acclaim. The 
display of TRI-TOSA-WARA is a combination of documentations of exhibitions staged in 
the past 13 years - be they photos, videos, posters, catalogs and media reviews - and 
works on loan from artists and Chula’s own collection. Some of the artists whose work 
will be display again include Hem Vejakorn, Nawin Lawanchaikul, Sakarin Krue-on, Mi¬ 
chael Shaowanasai and Vasan Sittiket. 

***To mark this special exhibition, The Art Center has knocked down part of a wall 
to reveal artwork from 'The Last Love’ exhibition, which was created in response to the 
Office of Academic Resources’ plan to close down The Art Center back in 2003, an im¬ 
portant chapter of the Center’s history. 


December 2008 
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5^Vn'l'11/11'lllJVi11A15t!1/11/151/1uloi,lO'11,0140114U1tfl 

0-11,0.. 

00lll4 

^10^18 lJ 8UTJ8 

Cl/1550015 “EVEN&ODD” 

00lll4 

C 1 AI 8 Q 05 oo-iCfqj 
C0000ll055U01005 1/i0t400ljll 3 

Cl/1550015 “018C0UVN1 AhT,1AI5” 

00lll4 

C0481 Vtf8£0°1 

115^5114114^5 

“IIAIfUO 0141411 Cl4815 6 d14 

Ci/i5500i50iiAidi8 Jerusalem from the air 
and Jerusalem in old maps 

lJ5S5114ltM5 

H.E. Mr. David Mathai 
(The Embassador of Isreal) 
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2543/2000 


20 jj.fi.2543 


27 JJ.fl. 2543 


28 JJ.fl.-2 fi.lAi. 2543 


1-14 fi.lAi. 2543 


8-22 n.'VM. 2543 


3-12 L3J.EJ. 2543 


18-29 LJJ.8. 2543 


3-30 TAi.fl. 2543 


niaLLafiiafiviflt4flai] 


7. ™m Maas 

“23.30” A Performance Show 


8. ilf^qji ‘flamai 

flail ti 


9. lbSTAI145 fliau 

Imfia LTfiTuifla 


10. aali4B viaaviaiimii 

V 

11. naiiAia uiajHana 

“malamu rndffla” 


12. yimariB ‘flimsnaad 

The Time with no name,The Self with no name 


13. aafB LmLalanbsha 

A Performance Show 


14. aaa'w nFiaaifl 

15. ffliAia uvnaaililassiiiliifiB 

flail 14 



tnmras Inline 

V V 

2-13 1AJ.F1. 2543 

SynaFimaaiiAiaiB “LA DIX-MILLIEME” 

QviaaflnaaSaiJswuih'u “ImiQililajJvial ” 


llaS5114ll4^B 

-=a c c£ d «" 

mlm Qaeiil l fiafliafia LanfiaiJflnin 


iiAian mtJFnaFiaa^ LiAiana 

€ <V 


LanaFiai^yjfldfiLFia dasa 0 idasLHFilyio 

wia^nafusjvmviaiaa 


S.E.Monsieur Christian Prettre Ambassadeur 

Qviaaflma “IfianaauaQiim ■flfmaaimfi” 


de France en Thailande 

flail 14 

S.EJ. 2543 

'uyiaaflniaflailuiAi'uB Caflillqjqjifll fiiFia^iyfflia 

annq™ masuifi 


flail flailnaaufliafll ama^naaluvnayiBiatJ 

Qviaaflma “fnw” LIFE 

flail 14 


ilassi'ul'U'SS 

aiaiaBaaaim^ LLaiaLfltja 

nqmus ^onaiFiJ'u^ 

6-31 Fi.Fl. 2543 

Byiaaflma “yiii4Lvanadvii4lfl lull 2000” 

d 

llaSSuftimB 


Where is Mao? 

fl.fia.asi mala 


flail 14 

Qviaaflma “L'flBimiLFiaa'ulvianuflaiJ^a'u” 


Hung Liu 

flail 14 

13 n.Fi.-lO a.Fi. 2543 

Cmaaflma “iinmwdaiaam” 

lto/ji FnamjiFi 


The Proverbs My Brother Taught Me 

ila^si'ul'U'SS 


flail 14 

0iaT5&hi4aEj Fi^auuiFi 


ibsali LaiLalqj 


Qiiaaflmaaflanaajj “aiEJimjjtfu” 4-31 a.fl. 2543 nail Four Vision 


flail 14 

swab vfQ3jyia^ 

ibsSTulimB 

Fjcmbavia^ LajJLalqj 


Cmaaflma “ALIEN(GENER)ATION 


flail 14 

1. ajjfrn imm^ 

2. amafl anmanwB 

3. avmfofl nauuiFi 

4. LaiW LLmfl^ 

5. umw inaa°i 0 iifl 


flail 14 

1. afmflTAHfl aaSLflTWJjfja 

2. a'u^a^'uti'uima ana FiaviihCi 

3. n^nq 6 ^ Lauamatiim 

4. lvuj imi mjaiB 
5.1 mm LinamflB 
6. jjjjfiI LAjjauiIfi 


4-30 n.Ej. 2543 'nmLafnLflBa “fiaslatwaflfu (taibiiO” 

flail 14 

mm anB^M 

lbS5114ll41AiB 

FjOJLnlmlna 6 tfamsan4 
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21-30 n.a. 2543 


6-28 fl.fl. 2543 


2-14 fl.Fl. 2543 


7-30 1/18. 2543 


10-24 1AI.8. 2543 


2544/2001 


ilviraflnia “IjjjMvimviJjai!” 24 h.fi .-28 h.iai. 2544 

There’s no place like 

flail 14 

§m Lfllmw^fl 

tb35TuLl4fiS 

aimaBamm^ LLarkfe 27 i3j.ej.-15 iai.fi. 2544 

fi am a fi tus Fia iJ naa u fii m a 


■Qviaaflma “msnjafl 50” 

flail 14 

inTaatl LilBJJBflflnfi 

ibSJSTulufiS 

flomqkmirifla vnqjL^animl 


16 2.8. 2544 
16-29 S.EJ. 2544 


■Qviaaflmaaflanaajj “3 mi tJ 4 t/iaus” 

flail 14 

1. ananqd masLnei 

2. LaaJJIAMli uaaiAiai 

3. aanf] wawuSfla 

4. aa/ma flusuiau 

ibsSTuUwS 

aiaiaaaaasjua u,ark?8a 

flamfiFiajsflaiJnaajJFnafla 


13 Fi.Fi.-10 fl.Fl. 2544 


^ilasfluinaajj “Wfli4fuili4fl«t4mmm” 

<U 

flail 14 

JJ1141AI 

ilassTulimB 

flsunaumqjat! aftjuaanna 
aa^dasaimjaiSVi Min \mmrn ainfi 


15 fl.Fl.-l n.a. 2544 


■Qviaaflma “mmjjjmaanLLaa” 

flail 14 

milaaQ naaiai 

ilassTutimB 

wfl.fia.uaa.na8i S^Fi/ma 

6-29 n.EJ. 2544 


Qviaaflma “Marina & Holy Sports” 

flail 14 

Marina Abramovic 

Curated by Apinan Poshyananda 

Qviaaflma “vrmaailsaaLii” 

Dilemma Time Based Installation 

flail 14 

nua Lwiaaafi 


Qviaaflma Circle the Yard 


Qviaaflma “LLfinn LLfinifc” 

u 

I Eat You Eat Me 

flail 14 

Luaai Biaau'i 

fla^wqkmasaaLLaiif! 

ilassuflimB 

°n/MTU°i Mr. Gerard J.H.C Kramer 

i,anaFiiiiw^mi 5 5aiua < u^iJ‘3^a 0 iiJ'3^mFilyia 

<u 

Qviaaflma “amSflvmaau” 

The Proverbs My Brother Taught Me 

flail 14 

ibsali LaiLnaqj 

Qviaaflma “ilasnflfliaflaLLasfiaiiJvmai” 

History & Memory 

flail 14 

1. as nsuiauaiumn (flaiJsaflan) 

2. m mqjat4santo8 (miAOBu) 

3. mm flaaiQ^nS (mvdia) 

V 

ilassuflimB 

tfriaafnaflaiaiaa laaa la tnmnarf 

u 

mfiammailnfiaai ficusajjfliafla 
a^wia^nafujjvnaviaiaa 

Qviaaflma “ilasfijJinaajjfTtm” 

Sculpture in White 

flail 14 

auiianl i/iajjLvia'uvia^ 

v 

ibssTulimS 

floifiisiAia viaaviait4t4vi 
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4-29 fi.fi. 2544 Cmraflfm “flfvmi 3Jvni4fii” 

Faith and City 

9 

1. Alfredo Esquillojr. 

2. Ang Kuikok 

3. Anthony Palomo 

4. Armand Bacaltos 

5. Daniel “Dansoy” A.Coquilla 

6. Dennis Gonzales 

7. Elmer M.Borlongan 

8. Elmer Roslin 

9. Fernando Escora 

10. Geraldine GJavier 

11. Gerardo Tan 

12. Ikoy Ricio 

13. Jason Jacobe Moss 

14. Jeho Bitancor 

15. Jerson Bitancor 

16. Jerson Samson 

17. Joiada P.Mejico 

18. Jose Legaspi 

19. Jose Tence Ruiz 

20. Joy Mallari 

21. Karen O.Flores 

22. Kiko Escora 

23. Kim Bryan Landicho 

24. Luisito R.Cordero 

25. Lyra Abueg Garcallano 

26. Mariano Ching 

27. Mask Justiniani 

28. Neil Doloricon 

29. Neil Manalo 

30. Nona Garcia 

31. Norberto Roldan 

32. Norman B.Dreo 

33. Ofelia Gelvezon-Tequi 

34. Onib Olmedo 

35. Pardo De Leon 

36. Reynold Yabut-Dela Cruz 

37. Ringo S.Bunoan 

38. Salvador Joel A.Alonday 

39. Sanggawa 

40. Trek Valdizno 

41. Vincent Paul Padilla 

42. Wire Rommel Tuazon 

43. Yasmin B.Sison 


8-24 lAi.EJ. 2544 AviTaflfm “fillNfllEJvftflviEJfllk 

Vitalistic Photography 

1. Itthi Khongkhakul 

2. Pramuan Burusphat 

3. Wisoot Suttigulvet 

4. Jakraphun Thanateeranon 

5. Naiyana Flomcham 

tbssn/LufiS 

frawTfli^flfifii 31wue 


1-28 s.fi. 2544 flyiTaflfn^’fiimmi” 

BORDERLINE 

1. Ralf Marsault 

2. Fleino Muller 

3. Claude Alexandre 

4. Nan Goldin 

5. Michel Journiac 

6. Robert Mapplethrope 

7. Pierre Molinier 

8. Manit Sriwanichpoom 

9. Pierre et Gilles 

10. Yasumasa Morimura 

11. David Nebreda 

12. Bettina Rheims 

13. Stefan Richter 

14. Jan Saudek 

15. Andres Serrano 

16. Arthur Tress 

17. Joel-Peter Witkin 

18. Michael Shaowanasai 

19. Niwat Kongpien 

20. Dansoung Sungvornveshapan 

30 iai.ej.-27 5.fi. 2544 flyiTaflfmfiiiAifiiEj Photography 

i 114 u, a fi ^u a i n d u 3 0 tl uvi £r9 a ufl ej ^itno eJ f-i iff ?f 
Group Artist From France 
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2545/2002 


3J.fl. 2545 

16 fi.TAi.-29 fl.fl. 2545 

6-24 13J.EJ. 2545 

6 S.EJ.-l fi.fi. 2545 


9 fi.fi.-6 cl.fl. 2545 


15-31 cl.fl. 2545 

fi.EJ. 2545 

8-31 fl.fl. 2545 


iJfuiJ^'wa^ufifi^Byiiiiifim'a 14 tai.ej.-9 s.fi. 2545 

wiTSfifm 1,0034” 

Beyond paradise 


'uymfjfm^fnJfliAms 14 
w^iu^uftamllvi 4 /lifiiriiifrufiat] 
fitusSaiJnmifrawB 0WiA*nirf3JvrnviEJiflEj 


flymfifm “niEJgifmhj0Vlfi , 5” 

Who Own Women’s Bodies? 

If18^0llljflflfl0l38^‘3^fl < UU < UOV1 < U1 6 tl0^ < lJ‘3^mf1 

1Al0lJ : Lll40 

A travelling art exhibition by 30 artist from 
Philipines 


wiTSfifm << ^fiiJ^-fn?i < ui-fifyi5i-yifi < u^” 

Art-Religion-Faith-Vision 

1.3J€UWEJ? njtyajn 

2. I^Sfi^i^fuiI 

3. i%m 3vi!i™w 

4. fllSl4 !,0f1^8lJ £ 3^l,fl1| 

5. fjs flam^Biuuvi 

6. vmflhfi iwiefa 

7. Ifl'aclli ibsigllfj 

ibsSluliMS 

flcuafi'mEJ TAiTmjwifuovi 

0 Pi fi u an 141 8 mivi 0 m \\ nis fil 

SJ 


flyiiififm “wiifefnoiAll” 

Free Parking 


2546/2003 

8-30 3J.fl. 2546 


6-28 fi.TAj. 46 


1. Ilfth uuf 

2. fiiifl inMatlu 

v 

d 

^n < uu?lfi^ifeo^fiil < uvi^ 6 diolyi8 installation 2546 

ftailu 

m 1 0ammnii 

1 1348.-9 lAl.fi. 2546 

Cll/lllflfill “Connections” 

ftailu 

1. tlPtone ciaulyiEJ 

2 . iraonnifi L^navTej 

3. wmajifi eminnlfn 


^i m i, ?i fi i m iai fii 8 '0 1 3 0 tl uv t 1 v \1 \, fi 14 
Sexy Eyes 

001)14 

I 0 P 1141 u?0fiu,3Ji4 Stina Brockmanl 
001 ] 141 / 10 )^ 11011,014 

tbssiuluwS 

Jan Axel Nordlander 
i,0fi0fiiiiWfifl1^tJiJ'3^0 o iiJ^mfllyi0 

u 

uviTSfifm “0unn” 10 Steps 

Pifill 14 

1. mqjiTifi Tfiiimniimfi 

2. 51 003JW0 

3. irafffiPi mm 

4. iraivm •mjfisfmal 

5. fjfiiPi 1/1010310 

6. mm 1,000111100 

7. llAI1J08 511341,10^1/15 

8 . 1,3401 Vi03J1/10^ 

9. nqwus; ^ 8009 ^ 14 ^ 

10. 034 mis 0iii0fiwi4 


flviiifinii “fiinJisn/ru” Stamp 

001J14 

lAlflflfl 011041014001 

9 V 

141/1110011 “vi8i4Vi8Ta” Ying Yang 

001J14 

01014 10001141 , 011 ^ 

iJiSSI'ultMS 

IIAIUI l000114lfl11£W 

QyiiifloiiftaiJQmB “Stop Then Start” 

If18 S0001flW111f114fi0lj fl04£00lJ0113Jfn001 

01410 ^ 0104341 / 1111/18108 

141/1110011 “0i4-^i4-0iit,3J04-?fi0” 
SURREALISM 

001)14 

1. 034^8 1/100001000 

2.1,081000 ^1141414110 
3.0JJWW 0^felrflJ5 
4.01H00pi 1AI0J141AM0 
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16 lAi.fl.-16 2.8. 2546 


27 3J.ej.- 11 n.fl. 2546 


18 n.fl.-5 a.fl. 2546 


14-29 a.fl. 2546 


18-30 a.fl. 2546 


5.148141 

6^1^18 lMll8 

ibssTukmB 

fl.05.afl?14 #8lJ5Sai514 


t4vi55flni5 “flanM” FLOWERS 
maaaa^i^aii 25 il aaiiit49vi8iJ5ni5 
9Wia^n5a43Jvmvi8ia8 

flail 14 

1. ‘uiAifflil aiai/is 

2. aiiai aiJaiivif 

3. mu Btua 

4. anTnuB ailaimi 

5. ainj iioja9t4 

<u ^ i ^ 

6. ra uaBik 

<U 

7. 1AJ914 ailUfl 

8. aifl iJaaafl 

9. lalsjau feam/n 

10. 9148 tbiimJ 

v 

11 . ilfniifl vmnni 

1 u 

12. ib^viiJ a^iJi 

13. H'ftlfl 555349914fl 

119 ^ 5114114^5 

flaia^mjifl flimai 
W9ini9yiaim89uviiij5^mfllyi8 


19-29 fl.8. 2546 


4-29 A.fl. 2546 


3 -31 1AI.8. 2546 


2547/2004 


Syi59flni9 “fl9imfl8m4” 

Human Habits 

flail 14 

Bfl8i taaailiina 


5.fl. 2546-U.fl. 2547 


FI.1AI.-S.fl. 2547 


UJ4.8.-1AI.A. 2547 


Syi59flFI19 “ill Via Va” Dim 

<U 

flail 14 

59TO WuBaiafl 

Bn55flni5fliiAmi8 “Last Homo Sapiens” 

flail 14 

UA14FI991 amiMAOm 


2548/2005 

25 3J.A-28 Fi.lAi. 2548 


Bn55flni5 “flailnmlna” A9lS 1 

ili^si'ul'U'Ss 

9.A. A9. a a 141411 Til 1*81141411 


11 fl.fl.-15 13J.8. 2548 


Bl/l55flni5 “Asylum Video Art” 

flail 14 

Julain Rosefldt flailwi 1,8353414 

Sl/155flFI15 “FI5A” Slash 

flail 14 

nqjqn lalqjflnna 

\j5SJ5114 S ll4^B 

Ai?ffl5i9i585i4^ taivmana 

fla4Uflfla4^9fl5FI553JlJ5^fl3J1FI553JUfl^fl11AJ < ^3J1/1 

3JV!191/181fl8flfllJlFI5 


Bn55flni5 “COLORSCAPE” 

flail 14 

1. 95£lfejl4 < ^fl5lJ5 6 d1 

2. e15t!8 J,afl1AJfl1FI5 

3. FI5^3l45 §14^911 

4. 04513 fl el/il15anSH'5 

lJ5SJ5114 S ll4 < ^B 

AF14 afflB Iaanil4lfl51sV 
fliafl519158 A5. #8314149? ff3J119M 


Byi55flFii5 “flailnmlna” flfivi 2 


9Fiqfl98514 

A913J5FIA51e1A1118 


Bl/155flni5 

“Vl,flam9141fl8 afl3JVna3Jfl^ 5.A.223” 

flail 14 

Vma ^I9i4ifl8 


AFI-TJfl-flFI-lTJfl 
“ Lak-ka-pid-lak-ka-perd 

flail 14 

1. Howard Chen 

2. Shipa Gupta 

3. Chung Haessen 
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29 1,34.8.-31 lAi.fl. 2548 


9 3J.8.-9 n.fl. 2548 


15 n.fl.-13 a.fl. 2548 


22 a.fl.-24 n.8. 2548 


4-31 A.fl. 2548 


7 1AI.8.-17 5.A. 2548 


4. Surasi Kusolwong 

5. Mayt Noijinda & David’futon’ 

6. Bundith Phunsombatlert 

7. Wit Pimmkanchanapong 

8. Manit Srivanichpoom 

9. Annika Strom, 

10. Tsang Tak Ping 

11. Wang Ya-hui 


2549/2006 


10 3J.A.-11 n.TAi. 2549 


Art Connection : Bangkok Version 

flail 14 

1. Erik Prasetya 

2. Michael Shaowanasai 

3. Heidi Specker 

4. Jrgen Bergbauer 

5. Lisa Crowley 

6. Matthias Koch 


24 n.TAj.-31 fl.fl. 2549 


20 13J.8.-3 2.8. 2549 


mflnia9^Ji45553JpJ5ii,fla 04 nmum 

“The French Cultural Festival in Bangkok: Lafe’te” 

flail 14 

1. Pierre Antoine 

2. Porntaweesak Rimsakul 

3. Sathit Sattarasart 


22 2.8.-29 n.fl. 2549 


Missing Objects ni5iii8libaT4fln’’ 
Solo Exhibition 


Pratchaya Phintong 


7 a.fl.-2 n.8. 2549 


Quiet Strom 

flail 14 

nsia imaiafl 

ibssuflimS 

fliafl19158 A5. an 141411 III 1*8 1141411 


8 n.8.-4 1AI.8. 2549 


12 A.A.-141AI.8. 2549 

SUPERNATURAL ARTIFICIAL 
Contemporary Photo-Based Art From Australia 

24 9l.fl.-4 1AI.8. 2549 

NEO-NATIONALISM 

flail 14 

1. 34lBfl A59lBljn2 

V 

2. aS fla419U81141411 

3. ai niojausnaba 

4. 9ai4A 

5. ^1(^18 lJ8lll8 


6. 141AlVj8 3Nfl99&J14£1AMfl 

7. aifl5i4H5 ifl1aaai4 

8. ai4A naimi 


2n55flni5 “Elegy to The Painting” 

flail 14 

Niti Wattuya 

Bn55flni5 “ RECREATIONOLOGY” 

flail 14 

1. vi ail aiiflisma 

<u 

2. QA5A81 Bfl8Wail5SJia55 

Bn55flni5 “fla Ifl58i9 aiiV antai” 
Nang Kwak : Equal Opportunity ? 

flail 14 

1. aifllimi ifl1aaai4 

2. \mm m9i4ifl8 

2i/i55flni5 “A Ghost Story” 

flail 14 

ninqu taaiBBailuii 

Bn55flni5 “Monologue/Dialogue” 

flail 14 

Douglass Gordon 

Bn55flni5 

“Brandnew 2006/ONELOVE/amill4Vl5n 

flail 14 

aiBflai fllyia^auvif 


Bn55flni5593J 

PERFORMATIVITY : Video Showcase 2006 


2yi55flni5593J “91flH9iaifl34^13J” 
Heaven on earth 

flail 14 

1. 9ai4A anBt/uflfl 

2. u,i4u laflawuq 

3. i4niiAj ainflfad 

4. LU195A14 1ANlfllAJlja8 

d 


197 




























23 1AI.0.-16 5.fl. 2549 

PLATFORM NEW MEDIA LAP 

29 1AI.0.-25 Q.fl. 2550 

liViTSflfm “The World in Painting 


flail 14 


flail 14 


1. Udom Taepanich 


1. John Citizen 


2. Porntaweesak Rimsakul 


2. Diena Georgetti,Raafat Ishak 


3. Koichi Shimizu 


3. Boxer Milner Tjampitjin 


4. Akritchalerm Kalayamamitr 


4. Jame Morrison 


5. Kata Promsupa 


5. Nancy naninurra napanangka 


6. Alex Davies 


6. Elizabeth Mewman 


7. Ryan Griffith 




2551/2008 

2550/2007 




8 n.iAj.-l fl.fl. 2551 

liViTSflfm “Paradise Engineering” 

22 5.A.-20 3J.fl.2550 

2viT3flfm “In The Eyes of The World” 


A Group Exhibition 


flail 14 


flail 14 


Lino Centi 


1. Ing K 

2. Nipan Oranniwesna 




1 D.1AI.-7 lAi.fl. 2550 

UVITSflfm “STREETWORKS” 


3. Prateep Suthathongthai 


Inside Outside Yokohama 


4. Sakarin Krue-On 


flail 14 


5. Suporn Shoosongdej 


1. Shaun Gladwell 


6. Watanee Siripattananuntakul 


2. Craig Walsh 

6-31 fl.fl. 2551 

liVlTSflfm “Brand New 2008” 

9 1,34.0.-15 2.0. 2550 

2viT3flfm “fn^ijifloflaorao!” 

flail 14 

0 I ifruaifl 

s u 

17 134.0.-17 TAi.fl. 2551 

flyi'aiiflfm “Will not cry in public” 

Art exhibition by yield 

flail 14 

28 2.0.-21 n.fl. 2550 

uviTSflfm 

“I’ve come a long way & Trading Craft” 

flail 14 


1. Olan Netrangsi 

2. Pathompon Tesprateep 

3. Sathit Sattarasart 


Dominic Redfern 

29 lAi.fl.-28 2.0. 2551 

iJviTSflfm “Sensation Selves” 

16 a.fl.-29 n. 0 . 2550 

liVlTSflfm “tbl04” PRANA 

flail 14 

1. Khiew Huey Chian 

2. Be Takerng Pattanopas 

3. Richard Streitmatter-Tran 

4. Toi Ungkavatanapong 


flail 14 

1. Michael Croft 

2. Thomas Donaldson 

3. Checksant Gangakate 

4. Warawut Intorn 

5. Wuttikorn Khongka 

6. Maitree Siriboon 

18 fl.fl.-24 TAi.0. 2550 

uviiiaiAjuwfloiaj^'u Ao^rawa^fliiAfl 


7. Nattarika Thanpridanant 


flail 14 

24 n.fl.-15 a.fl. 2551 

ijviTSflfm “fomfot/n” 


14 fl 0 flqviB 


Art Aid s/More to Love 
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29 a.fl.-ll fl.fl. 2551 


27 A.fl. -17 1AI.0. 2551 


26 5.A.-17 3J.A. 2552 


2552/2009 

4 fl.TAi -7 fl.fl. 2552 


13 fl.Fl.-14 134.0. 2552 


21 L3J.&J.-30 TAi.fl. 2552 


8 3J.EJ.-11 n.fl. 2552 


tlviraflfm “aqjqn” sanna 

flail 14 

‘afl.aqjqn 0^01134 


2vmflrmfniAm'i0 

One world, One dream Olympic 

flail u 

1. Scott Mallon 

2. Yosayoot Wiengviset 

lfliii/ifloi‘3: ©cn il vi03aiKvi0ijviT3fli4 
Tri-Tosa-Wara: 13 Years of The Art Center 


Cmraflfm “Desaturated 

Connelly La Mar 
Laura Cooper 


UVlTJflfm “Brand New 2009 

rnmnlfm 

nqPiEJi nrrafl 

w'rfiEJjTcu^nfml 

uni ilTua^'n 

flail U 

1. imm/H 

2. franna uao^au 

3. TAifomjqj 

iln 

1. al0S Q10£l0lqj 

2. on^flflnfl ua™ 

3. 5140&J14 fVU/lEJ 

4. filial 0i4yifa^iCi4 

*u 


UVlTJflfm “The Hacienda Must be Built” 

flail 14 

Arlo Mountford 


4. amu’N wa^ofe/iina 

5. IniAi? i,mni0w^fl 


18 ri.fl.-22 a.fl. 2552 uvirsflfm “No Valid Matters” 

flail 14 

‘30^fliaflri0i‘38 mfl musa^n? 


27 a.fl.-26 n.0. 2552 flyiraflfm “Unspeaking Engagements” 

1. Brian Curtin 

2. Steve Dutton 

flail 14 

1. Tintin Cooper 

2. Institute of Beasts 

3. Adam James 

4. Michael Lee 

5. Tanya Madsen Mahon 

6. Brigid McLeer 

7. Ho Ming-Kuei 

8. Be Takerng Pattanopas 

9. Kamol Phaosavasdi 

10. Nigel Power and Elias Wyber 

11. Hester Reeve 

12. Jonathan Shaw 

13. Carl von Weiler 


20 fl.fl.-28 fl.fl. 2552 tlviraflrm “Chiang Mai: Divesre” 

mivmmnsmv asjw? ioauuj 

<u s ^ 

flail 14 

1. flfta fTUyi£T3 

2. 014034 014yif&lfll0 

3. 340091 141A0145 

4. ejflwun fena 

5. ofifnii 

6. Afifflfl rmiml 

7. ^^1*5014 


uviTSflfm “TRUELIES” 

flail 14 

1. 1 / 101 J 0 i^flii^na 

2. 0014A TAJimmfo 

3. 0/fan8 lAiatbsnaljj 
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2553/2010 


8 5. 0.-23 7.0. 2553 


5 fi.lAi.-6 7.0. 2553 


.0.-3 1,7.8. 2553 


9 LJJ.EJ.-15 lAl.fl. 2553 


31 lAi.fi.-26 2.8. 2553 


Muster up Ii720it,i,7i0000il£ 


1-31 fi.fl. 2553 


00ll7 

<r , a, *£ 

1. 1010100110118 070 mi0i00 

2 . 001,0*0 070171s; 

3 . 1010100110118 iisifejil 70 tUtoi 

4 . 1010100110118 01.1J0404107 7*00/1,7708 

<* ^ SJ 

5 . 1010100110118' 07 ln*O 7 7011,1,01 

6 . 1010100110118 rnjan 

7 . w*oi80i00iiiii8 L70J0110 I0117707170 

<u 

8 . £4*0100100110118 01*00 10070101 

<u s 

9 . 010110^ 01. iJis 70 0 °ii 7 

10. 010110' fiii. 00*010 70ili£i,0i5 

11 . 010118 01£075 070111 

12. 010118 nqwui L70010177700 

13 . 010118 fulfill 77717 04 08581 

14. 010118 1,11834014711 IJUjlfll 


6 fi.fl.-4 fi.8. 2553 


10 fi.8.-16 fi.fl. 2553 


Border Crossing 


1. Wendy Grace Allen(7i70 00107 Dawson) 

2. fll. 07*010 70lllS;t,015 

3. Helen Stacy 


L07711U7101170077: 6 ij11?1401fl1AI341 

flail 14 

Benny Manser 


8 71.8.-25 5.0. 2553 


1£7111777 Between Space 

4mmi07 

04110000 70t,*o0 

flail7 

1. 0010qH-04 077000 

2. *017*07 7q]7t,007178 

ill 0U08 Look overlook 

*u 

4104^11101^ 

7*O0J1 ll800775 

00ll7 

lto/ji 0101^00110 


2554/2011 


7 34.0.-12 0.7. 2554 


26 0.7. -26 £1.0. 2554 


BrandNew 2553 

4104^11101^ 

011*248 710103471 

flail 14 

1. 00110 07501 
2.0010104 0111 111,015 


That very moment 2i077*O04s;77 

Hail 14 

01*08 L0070101 

From me to you 01077011,50 

0aili4 

00101 010511341014 

Face to Face: Portraiture in a Digital Age 

<004*71101* 

Kathy Cleland 

0aili4 

1. Michele Barker & Anna Munster 

2. Denis Beaubois 

3. Daniel Crooks 

4. Anna Davis & Jason Gee 

5. Emill Goh 

6. Angelica Mesiti 

7. Asam Nash & Mami Yamanaka 

8. David Rosetzky 

9. Rachel Scott 

10. Stelarc 

11. John Tonkin 


A Brief view of Everything 

flail 14 

1. Justin Mills 

2. Franco Angeloni 


Slow down ^0010 

Hail 14 

1411,0115 1,10800 

Survival Techniques: Narative of resistance 

004 * 71101 * 

Davide Quadrio 

Hail 14 

1. Zhang Peill 

2. Rainer Ganahl 

3. Yang zhenzhong 

4. Shen Shaomin 

5. Arther Zmijewski 


200 


2555/2012 


5 134.8.-14 7.0. 2554 Return to intimacy 00i34itaa 

4104 * 711101 * 

Jeong-ok Jeon 

flail 14 

1. Jarett Min Davis 

2. Gi-ok Jeon 

3. 000 0H,t48lll8 

4. 0qi0J1 1,70010177700 

5. ll77*0 ll 1411401 

6. 100341 1,0183401471 

7. 00001 00010jll478 

8. 10J7145 1104100 

9. Ae-Ja Chun 

10. Min-Hee Jeon 

11. Tae-soon Jeong 

12. Sabina Kim 

13. Young-Ai Kim 

14. Kyoung-Ae Koo 

15. Helena Lee 

16. Young-Hwa Lee 

17. In-Suk Park 

18. Sunny Park 

19. 001340 014551134 

20. 0*0101 008101041*00 

25 7. 0.-25 2.8. 2554 Sacred ink 


1 5. 0.-29 34.0. 2555 Beyond Perfection 

flail 14 

*0100 t,017lll10*O 


15 0.7.-28 3J.0. 2555 (Dis)continuity 

flail 14 

114718 01704141114701 

<U 


20 1,34.8.-25 7.0. 2555 Convergence 

Hail 14 

Wei Leng Tay 


9 2 . 8.-21 0.0. 2555 Selectively Revealed 

flail 14 

1. Peter Alwast 

2. Catherine Bell 

3. Julia Burns 

4. Penelope Cain 

5. Christopher Fulham 

6. Isobel Knowles & Van Sowerwine 

7. Anastasia Klose 

8. Jess MacNeil 

9. Angelica Mesiti 

10. Ms&Mr. Anne Scott Wilson 

11. Michael Zavros. 


flail 14 

Cedric Arnold 


30 0.0.-1 0.8. 2555 


30 2 .8 .-23 0.0. 2554 Passing through the Veil: 

Reflections on the Legends of Southeast Asia 

10 0.8.-20 0.0. 2555 

flail 14 

Bruce Gundersen 


6 0.0.-2 0.8. 2554 Body Borders 

Hail 14 

7041 004*77707 


15 0.8. -3 7.8. 2554 Shroud 

Hail 14 

10018 01701 


Portraits of Light 

flail 14 

11K70I14 701lll*O1 


Airport Link 

flail 14 

1. 10401 0101 

2. 0141041 0ll00 

3. 004101 0 6 tflfil£ 

4. 034014 7141^81 

d 

5. 34100 1,00114 

6. 57011 70114075*0000 

7. *0*0110 0103400 

8. 0571 734341081,1,01 

9. 778107 3404107 

10. 757047 70801*0701 

11. 07717 1771 

12. 0q*O 11707 

13. 04504104 71008 
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1 5.F1.-16 34.fl. 2556 


2556/2013 

1 fi.1/1-16 2i.fl. 2556 


29 fl.Fi.-18 1AI.fi. 2556 


3 2.8.-13 n.fi. 2556 


26 n.Fi.-7 n.a. 2556 


10 fl.fl.-l 1AI.8. 2556 


Thai Na Town - Little Oz 


in FirSaifi 


Echo 

flail 14 

mu® Tkiramifa 


Non-Being by Itself 

an t i a vflffh n t i fhn 0 eM w 10 fh u u iq 1 

d 

m\hi 

Fll2l4 lafltfaibsialfi 


In Transit 

uni iJniici^n 

flail 14 

1. anraia ilaeiTifi 

2. (.anntu t,FiTttjjmj 

3. u.ri'ufm tWuasjqfrw 

4. ffani mfi£tm>a 

5. i4a1 a^un&jflifqj 


SPIRITUAL TIES: A TRIBUTE TO MONTIEN BOONMA 
Ivnai wifi*? 

<u u 

muqmmi 

aunn laFnjuj 

flails 

1 .141014 aiTaatfana 

2. 5 ™ Vi lei UTAH 

3. 59TO WUeaiafl 

4. a fi 34 Saj«nnfl 

5. nFlFl 34iaiAil45 

6. aiuqvm mrnisu 


flvflBFiTl Tii Tai Krua 

Myrtille Tibayrenc 

flails 

fistu Twai 


5-27 lAj.a. 2556 ifeamla^ii/iiinffaii tananimfoaTtfiiwmflai 

aaaiemaalmmfla'a 

Message Stick Indigenous Identity in Urban Australia 

flail 14 

1. Ian W Abdulla 

2. Brook Andrew 

3. Richard Bell 

4. Robert Campbell Jnr 

5. Julie Dowling 

6. Adam Hill 

7. Danie Mellor 

8. Christian Thompson 

9. Reko Rennie 

10. Darren Siwes 

11. H.J Wedge 

2557/2014 _ 


20 t5.fi.-8 n.iAi. 2557 m?qjmh: aiurmn 

Confrontation: Three Elements of Life 


Flail 14 

tbslmf FNibsaivmff 


13 n.lAl.-l 1 1,34.8. 2557 RADIATION: Art and Queer Ideas from 
Bangkok and Manila, Un-Compared 

nsuwiim 

Brian Curtin 


1. Dennis Balk 

2. Patrick Cruz 

3. Jon Cuyson 

4. Tada Hengsapkul 

5. Amornthep Jaidee 

6. Robert Langenegger 

7. Dave Lock 

8. Lui Medina 

9. Jet Melencio 

10. Piyarat Piyapongwiwat 

11. Nigel Power 

12. Julius Redillas 

13. Michael Shaowanasai 

14. Maitree Siriboon 

15. Jakkai Siributr 

16. Henry Tan 

17. Jason Tecson 

18. Joseph Tecson 
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19. TRASHER BANGKOK 

20. Trek Valdizno 

21. www.artworld.xxx 

22. Costantino Zicarelli 

23. Richard Hawkins 

24. Viet Le, Ho Tam 

25 1,34.8.-14 2.8. 2557 

Under the Radar 

mm?fm 

fkmeu wa^fefiina 

flail 14 

1. naBiFii! umismnfi 

SJ 

2. mBIFlTAmi ?Mt,8 

3. TAiwana imvmi 

4. elFllfFlli 9^141^134 

5. 814fm5 IflFlIiWIAl 

1 u 

6. 0114 /niAi mmvmiBa 

20 2.8.-2 cl.Fl. 2557 

fiui/fanniha^TU 

Print from Paa Sa-nquan 

flail 14 

qnanvi8 

20 c1.Fl.-4 FI.FI. 2557 

The World III in the Third World 

nzu'mim 

Bao Dong 

flail 14 

1. Chen Xiaoyun 

2. Chen Yujun+Chen Yufan 

3. He An, Liu Wei 

4. Lu Lei 

5. Lu Yang 

6. Madeln Company (Xu Zhen) 

7. Qiu Zhijie 

8 . Song Kun 

9. Wang Yuyang 

10. Wang Yin 

11. Xu Qu 

12. Polit-Sheer Form 
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